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not	 as	 means	 of	 interpersonal	 transmission	 of	 experience	 through	 narrative	 capture	
and	consolation,	but	of	a	transmission	of	affect,	where	the	sense	of	affective	sharing,	of	
‘wit(h)nessing’	and	‘transmissibility’	of	(traumatic)	affect	is	distinguished	from	the	idea	
of	 identification,	 of	 mirroring,	 of	 emotional	 identification	 that	 in	 fact	 subsumes	 the	
other	to	the	same,	 to	a	 life	as	we	can	readily	articulate	and	regulate	 it	without	needing	
to	 acknowledge	 the	 violence	 inherent	 in	 such	 articulations.	 The	 thesis	 also	 explores	
how	the	notion	of	dramaturgy	changes	when	observed	from	the	perspective	of	trauma.	
Dramaturgy	 is	 here	 understood	 as	 ‘the	 text	 (the	 weave)	 of	 the	 performance’,	 where	
performance	is	seen	to	encompass	a	wide	range	of	artistic	practices	which	involve	some	
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Affect and Auto/ethnography in Performance
	 My	 main	 focus	 in	 the	 thesis	 will	 be	 on	 the	 specific	 possibilities	 and	 difficulties	
involved	 in	making	and	 theorising	contemporary	performance	work	 that	engages	with	
social	and	personal	trauma	while	complicating	links	between	affectivity	and	biographical	
and	 narrative	 aspects	 of	 relating	 (to)	 traumatic	 events.	 I	 hope	 to	 analyse	 and	 develop	
this	 complexity	 without	 either	 relying	 on,	 or	 renouncing	 the	 chosen	 performance	
works’	 immersion	 in	 either	 biographical	 or	 narrative	 structures	 that	 inevitably	 shape	
any	conscious	engagement	with	(traumatic)	affects.	Rather	than	positing	biography	and	
narrative	as	opposite	to	some	idea	of	an	entirely	unconscious	affectivity,	I	hope	to	work	








	 The	recent	 ‘affective	 turn’	 in	 the	humanities	and	social	sciences,	 inspired	by	the	
focus	on	the	body	in	feminist	theory	and	by	an	exploration	of	emotions	in	queer	theory,	
has	 introduced	an	important	change	of	perspective	 in	the	theorising	of	 the	mind-body	
relations.	As	Michael	Hardt	reminds	us	in	his	Foreword	to	The Affective Turn	collection	






	 My	 thesis	 will	 engage	 the	 notion	 of	 affectivity	 mainly	 through	 psychoanalysis,	
especially	 in	 its	 feminist	 interpretations,	 through	 what	 Teresa	 Brennan	 proposes	 about	
the	 transmission	 of	 affect:2	 that	 just	 as	 our	 individual	 subjectivities	 are	 cultural	 and	








passing	 on	 of	 affects	 and	 character	 traits,	 or	 even	 of	 social	 memory	 or	 of	 culture,	 but	








Halley	(eds),	The Affective Turn: Theorizing the Social,	Durham	N.C.:	Duke	University	Press,	2007,	
p.	ix.














excluded	 from	 the	 law	 as	 someone	 who	 ‘may be killed and yet not sacrificed’.7	 Agamben	



































In	 art	 […]	 we	 are	 moving	 from	 phantasm	 to	 trauma.	 Contemporary	
aesthetics	 is	 moving	 from	 phallic	 structure	 to	 matrixial	 sphere.	 We	 are	
carrying	[…]	enormous	traumatic	weight,	and	aesthetic	wit(h)nessing	in	
art	brings	its	awareness	to	culture’s	surface.11	
As	 a	 heightened	 and	 elaborate	 articulation	 of	 an	 aspect	 of	 affective	 transmissibility,	
Ettinger’s	theorising	of	aesthetic	wit(h)nessing	brings	together	a	promise	of	such	a	new	
10	Ibid.,	p.	105.





	 The	 notion	 of	 wit(h)nessing	 is	 linked	 to	 another,	 key	 notion	 in	 Ettinger’s	
theorising,	 that	 of	 the	 matrixial	 subjectivity.	 Ettinger	 defines	 the	 matrix	 on	 the	 model	
of	 the	 intrauterine	 feminine	/	pre-natal	encounter,	on	the	 fact	of	 the	 female	corpo-real	





[M]atrix	 I	 understand	 as	 a	 psychic	 creative	 borderspace	 of	 encounter;	
metramorphosis,	as	a	psychic	creative	borderlink;	and	the	matrixial stratum 






between	 what	 we	 conceive	 of	 as	 our	 individual	 subjectivities.	 This	 porousness	 allows	
for	a	transgressive	sharing	of	affects	and	memory	traces	and	a	 ‘trembling	of	meaning’14	
that	 brings	 the	 awareness	 of	 trauma	 to	 the	 surface	 of	 culture.	 It	 describes	 the	 affective	
operations	 that	 destabilise	 the	 petrified	 image	 of	 a	 traumatic	 encounter	 without	 either	
falling	 into	a	psychotic	 total	exposure	or	retracting	 into	a	mystical	absence.	 It	distracts	
the	persistent	traumatic	clinging	to	a	fixed,	iconic	(negative)	‘memory’	that	is	in	fact	so	








with	 the	 unknowing,	 with	 the	 ‘unthoughtful-knowledge	 on	 the	 borderline’,15	 carefully	
undoing	the	appeal	to	retain	an	image	of	what	happened,	to	fix	our	histories,	so	prevalent	
across	our	different	cultures,	which	in	effect	intentionally	or	unwittingly	invites	survivors	







culture	 that	 is	 often	 acknowledged	 in	 trauma	 studies	 in	 the	 context	 of	 the	 paradoxical	
silencing	of	the	victim	by	the	very	nature	of	cultural	and	social	discourses.
	 Another	 line	 of	 theorising	 of	 affect	 in	 art	 that	 I	 have	 pursued	 in	 my	 research	
concerns	 what	 the	 art	 theorist	 and	 historian	 Jill	 Bennett	 in	 her	 book	 Empathic Vision: 
Affect, Trauma, and Contemporary Art	articulates	as	the	need	to	establish	‘a	framework	that	





















	 My	 research	 has	 been	 consistently	 guided	 by	 a	 commitment	 to	 establish	 the	




performance.	 In	 this,	 much	 of	 the	 thesis	 follows	 the	 trajectory	 of	 the	 poststructuralist	








D.	Culler	(ed.),	Deconstruction, critical concepts in literary and cultural studies,	London,	New	York:	
Routledge,	2003,	vol.	3,	pp.	201–212.
8












abstract,	 always	 including	 a	 surplus	 of	 movement	 in	 what	 appears	 as	 a	 static,	 external	
form.	We	can	extend	Massumi’s	argument	to	narrativity,	and	to	biography	as	a	particular	
form	of	narration	of	a	life	as	bios	in	Agamben’s	terms,	to	argue	that	narrative	is	similarly	




	 This	brings	me	 to	 the	second	major	 ‘technical’	problem	with	understanding	art	
as	a	vehicle	for	transmitting	experience,	and	that	is	a	similar	supposition	about	the	static	
nature	of	truth.	The	problematic	nature	of	such	a	view	of	truth	is	perhaps	best	exemplified	
in	 trauma	 understood	 as	 the	 crucial	 notion	 in	 analysing	 the	 surplus	 in	 the	 temporal	



















	 Trauma	 (Greek	 for	 wound),	 a	 term	 introduced	 in	 contemporary	 theory	 most	




or	 overwhelming	 violent	 event	 or	 events	 that	 are	 not	 fully	 grasped	 as	 they	 occur,	 but	
22		Cathy	Caruth,	Preface	in	Cathy	Caruth	(ed.),	Trauma: Explorations in Memory,	Baltimore,	MD:	
John	Hopkins	University	Press,	1995,	pp.	vii–viii.
23	Jill	Bennett,	Emphatic Vision,	p.	11,	emphasis	in	original	(Cf.	Brian	Massumi,	‘Introduction:	Like	
a	thought’	in	Brian	Massumi	(ed.),	A Shock to Thought: Expression after Deleuze and Guattari, 
London,	New	York:	Routledge,	2002,	pp.	xiii–xxxix).
24	Sigmund	Freud,	The Standard Edition of the Complete Psychological Works of Sigmund Freud,	trans.	







philosophers,	 historians	 and	 art	 and	 literary	 critics.	 From	 the	 extensive	 research	 into	















25	Cathy	Caruth,	Unclaimed Experience: Trauma, Narrative and History,	Baltimore,	MD:	John	Hopkins	
University	Press,	1996,	p.	91.




suffering,	see:	Emmanuel	Levinas,	‘Useless	Suffering’,	Entre nous: On Thinking-of-the-Other,	trans.	
Michael	B.	Smith	and	Barbara	Harshav,	New	York:	Columbia	University	Press,	1998,	pp.	78–97.





to	 fix	 the	 definition	 of	 trauma.	 The	 diagnosis	 of	 PTSD,	 introduced	 partly	 for	 practical	
reasons	in	order	to	support	former	US	soldiers	who	fought	in	Vietnam	and	consequently	
suffered	 severe	 traumatic	 symptoms,	 is	now	often	contested	as	 a	product	of	 a	Western	










theorising	 of	 the	 belatedness	 of	 history,	 of	 the	 uncomfortable,	 impossible	 cohabitation	
of	 traumatic	 ‘anti’-memory	 and	 consciousness,	 as	 equally	 profound	 and	 precise	 in	 its	






Petty	(eds),	Rethinking the Trauma of War,	London	and	New	York:	Free	Association	Books,	1998,	
pp.	38–59.
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This	 structure	 of	 the	 thesis	 reflects	 the	 fact	 that	 I	 have	 in	 the	 process	 of	 this	 research	




follow	 such	 structuring	 of	 my	 research,	 beginning	 with	 works	 that	 explicitly	 engage	
particular	highly	charged	and	traumatic	social	events	and	practices,	such	as	the	practice	
of	interrogation	bordering	on	torture	by	the	US	military	that	I	will	analyse	in	the	work	
of	 the	 performance	 artist	 Coco	 Fusco,	 and	 the	 contested	 history	 of	 the	 Second	 World	
War	people’s	 liberation	movement	 in	Belgrade,	Serbia,	 that	 is	 re-visited	 in	 the	work	of	









Tanja	 Ostojić	 and	 Emily	 Jacir,	 both	 of	 whom	 engage	 with	 specific	 traumatic	 historical	
experiences	of	emigration	and	exile,	but	revisit	these	experiences	in	slightly	more	removed	
roles,	 complicating	 their	 engagement	 with	 these	 particular	 histories	 and	 thus	 also	 our	
viewing	positions	as	their	distant	audiences,	wit(h)nesses	of	their	purposefully	disjointed	















Two	 artists	 abandoned	 to	 the	 ‘kindness	 of	 strangers’	 in	 what	 could	 not	 have	 been	 two	
further	 removed	experiences	yet	engaging	a	 similar	 sense	of	vulnerability	provoked	by	
a	 tight	yet	 extremely	open	 script	 that	 invites	 full	participation	of	 the	 (at	 least	 initially)	
unknown	others.
	 Perhaps	biased	by	my	long	experience	with	 live	performance,	I	find	the	aspects	
of	 all	 these	 works	 where	 they	 approach	 performance	 modes	 of	 engagement	 with	 their	
15
traumatic	 subjects	 most	 compelling,	 whether	 these	 be	 performances	 for	 a	 video	 or	 a	
photographic	camera,	or	performances	captured	by	these	and	other	media,	and	whether	
such	performance	aspects	 involve	mainly	 sound	as	 in	 the	case	of	Campbell,	or	mainly	
visual	material,	as	is	the	case	with	the	majority	of	other	works.	And	what	‘betrays’	them	
as	performances	are	not	simply	 the	aspects	of	 these	works	 that	most	obviously	 include	














much	 social	 or	 narrative	 contextualisation,	 so	 that	 in	 its	 conclusion	 this	 research	 will	




the	 strategies	 and	 concerns	 underlying	 the	 artistic	 ‘invoking’	 of	 the	 notions	 of	 trauma	
16
in	performance,	where:	‘when	[something	is]	happening	in	an	art	context	there	is	a	real	
awareness	of	what	 those	 [notions]	 are	 formally	 rather	 than	when	 they	aren’t	 separated	
from	the	narrative	of	accident	or	the	wound’.36.	In	this	sense,	my	closing	of	the	thesis	with	
two	 artistic	 practices	 that,	 although	 belonging	 to	 artists	 who	 work	 across	 a	 number	 of	
different	media,	in	the	particular	pieces	I	analyse	engage	above	all	with	live	performance,	
is	 not	 meant	 to	 suggest	 that	 the	 live	 is	 somehow	 the	 proper	 form	 of	 engagement	 with	






in	 the	 thesis,	 in	 the	artist	Horst	Hoheisel’s	negative-form	monuments,	monuments	can	










36		Kira	 O’Reilly	 in	 Patrick	 Duggan,	 ‘The	 touch	 and	 the	 cut:	 an	 annotated	 dialogue	 with	 Kira	
O’Reilly’,	Studies in Theatre and Performance,	2009,	vol.	29,	no.	3:	307–325	(320).
37		In	 Walter	 Benjamin,	 ‘On	 Some	 Motifs	 in	 Baudelaire’	 in	 Idem,	 Illuminations,	 Hannah	 Arendt	
(ed.),	trans.	Harry	Zohn.	London:	Fontana/Collins,	1982	(1973),	pp.	157–202.
17







industrial	 warfare	 but	 exemplified	 as	 well	 by	 what	 Benjamin	 describes	 as	 the	 shock	 of	
living	in	modern	cities.	Another	silence	absent	from	his	writing,	or	rather	present	only	
as	part	of	the	general	critique	of	the	dehumanising	effects	of	the	organisation	of	labour	






















Dilthey	 makes	 an	 important	 distinction	 between	 two	 German	 words	
which	can	be	translated	as	‘experience’.	These	are	Erfahrung,	which	is	the	

































increasingly	 withdrew	 from	 the	 narrative	 in	 an	 attempt	 to	 find	 forms	 that	 could	 bear	
witness	to	this	‘trauma’	of	modern	experience.	The	artists	archived	and	multiplied,	revisited	
and	 abandoned,	 rendered	 meaning-full	 and	 rendered	 meaning-less	 and	 superficial	 the	
petrified	image	of	a	traumatic	encounter,	always	to	find	their	work	as	the	very	tear	they	
were	 trying	 to	 address,	 as	 acts	 of	 (massive)	 aggression	 continued	 to	 reaffirm	 both	 the	
necessity	and	the	difficulty	of	approaching	and	acting	upon	trauma.	
	 Benjamin’s	 efforts	 to	 theorise	 this	 new	 kind	 of	 experience	 with	 its	 profound	
impact	on	the	languages	of	the	arts	has	continued	to	influence	theory	and	today	remains	





Erlebnis comprises	the	experiential	modality	most appropriate for	a	world	
in	which	the	experience	of	shock	has	become	the	norm.	It	renders	possible	
a	more	robust	and	pluridimensional	form	of	experience,	one	that	eschews	
the	 privilege	 of	 mediated	 interiority	 in	 favor	 of	 sensory	 and	 corporeal	
immediacy.42	
42		Mark	 Hansen,	 ‘On	 Some	 Motifs	 in	 Benjamin:	 (Re)Embodying	 Technology	 as	 Erlebnis or	 the	




shifts	 significantly	 if	 we	 look	 at	 it	 from	 the	 point	 of	 view	 of	 what	 the	 art	 critic	 and	
historian	 Hal	 Foster	 has	 suggested	 about	 trauma	 as	 the	 temporal	 model	 that	 animates	
the	 relationship	 of	 the	 contemporary	 to	 the	 historical	 avant-gardes,	 as	 ‘a complex relay 
of anticipated futures and reconstructed pasts --	[…] in a deferred action that throws over any 














trajectory	 in	 the	 ‘long	 tradition	of	engagement	with	affect	and	 immediate	experience’45	
43		Hall	 Foster,	 The Return of the Real: the Avant-garde at the End of the Century,	 Cambridge,	
Massachusetts:	The	MIT	Press,	1996,	p.	29,	emphasis	in	original.
44		I	 will,	 however,	 not	 offer	 any	 comprehensive	 outline	 of	 the	 history	 of	 trauma	 and	 art	 in	
modernity.	The	subject	has	been	thoroughly	researched,	for	example,	in	Visarut	Phungsoondara,	
‘Representing	Trauma:	The	Image	of	Atrocity	in	the	Cultural	Discourse	of	European	Modernity’,	
PhD	 Thesis,	 School	 of	 Arts,	 Middlesex	 University,	 May	 2003.	 Phungsoondara	 points	 out	 a	
significant	critique	of	Benjamin’s	conflation	of	Freud’s	writing	on	shell	shock	with	the	experience	




















rather	 than	offers	easy	solutions	 for	approaching	critical	writing	about	performance.	 If	
performance,	or	any	work	of	art,	is	an	‘event	unremembered	–	yet	that	cannot	be	forgotten’;48	
if,	 as	 Phelan	 writes,	 performative	 writing	 investigates	 ‘the	 possibility	 that	 something	
substantial	can	be	made	from	the	outline	left	after	the	body	has	disappeared’,49	then	the	
ways	we	approach	this	outline	in	the	writing	will	only	ever	gain	theoretical	ground	if	we	




Essays by Bracha Ettinger,	 Brian	 Massumi	 (ed.),	 Minneapolis:	 University	 of	 Minnesota	 Press,	
2007,	pp.	162–172	(163).








that	 interrupts	and	shifts	 the	analysis,	 it	brings	with	 it	a	disturbance	and	perturbation,	











of	 these	 phenomena	 as	 a	 paradigmatic	 placement,	 in	 a	 way	 that	 does	 not	 suggest	 that	
the	phenomena	are	in	any	way	homogenous.	In	the	paradigmatic	approach	to	analysing	














to	 trauma,	 ‘a	 witnessing	 of	 an	 event	 that	 is	 constituted	 by	 the	 very	 fact	 that	 it	 exceeds	
you	[...]	Just	 like	trauma	[it]	persists	 in	recurrence’.51	The	re-enactment	/	 ‘actuation’52	of	
a	 performance	 score	 already	 resonates	 with	 the	 ‘reproduction	 of	 a	 unique	 sequence	 of	
acts’53	of	a	trauma	survivor,	moving	performance	away	from	the	proximity	of	the	habitual	
and	towards	the	exactness	of	the	traumatic.	Even	the	automatism	of	traumatic	enactment	






50		Cathy	Caruth,	Trauma: Explorations in Memory,	p.	4.
51		Adrian	 Heathfield	 ‘End	 Time	 Now	 in	 six	 parts’,	 Yishu – Journal of Contemporary Chinese Art,	
Winter	2004,	vol.	3,	no.	4:	37–43	(37).
52	Actuation	is	the	preferred	term	of	the	performance	artist	Alastair	MacLennan.
53		Bessel	A.	van	der	Kolk	and	Onno	van	der	Hart,	in	Cathy	Caruth	(ed.),	Trauma: Explorations in 
Memory,	p.	162.
54		Cf.	Allan	Kaprow,	‘Happenings	in	the	New	York	Scene’,	Art News,	May	1961,	reprinted	in	Essays 























with	 urgency	 to	 the	 body,	 to	 a	 body	 in	 performance,	 a	 ‘monstrous’	 body,	 a	 body	 that	
‘shows	itself	as	much	as	it	is	being	seen	by	you’	as	the	performance	artist	Franko	B	has	
written,	a	body	at	once	observed	and	in	en/action,	testing	its	own	boundaries	in	a	gesture	
of	 invitation	 to	a	shared	persistence	 in	 the	space	of	an	event	 that	 is	always,	as	Ettinger	
would	argue	after	Levinas,	an	event	of	the	encounter.
56		From	Edward	Lewis	Wallant’s	novel	The Pawnbroker,	cited	in	Cathy	Caruth,	Unclaimed Experience: 
Trauma, Narrative and History,	p.	57.
57		Michal	 Kobialka,	 from	 ‘Tadeusz	 Kantor’s	 Practice:	 A	 Postmodern	 Notebook’,	 paper	 given	 at	
Kantor	Tomorrow	panel	at	the	Towards Tomorrow?	Conference	in	Aberystwyth,	9	April	2005.
58		Natalia	Kariaeva,	‘Public	and	Private:	Challenging	Pain’s	Triumph	in	the	Poetry	of	Witness’,	paper	
given	at	Poetry and the Public Sphere: The Conference on Contemporary Poetry,	24–27	April	1997,	
Rutgers	 University,	 New	 Jersey,	 no	 longer	 available	 	 online.	 Previous	 HTTP:	 <http://english.
rutgers.edu/pain.htm>	(accessed	in	December	2005).




















borderspaces	 between	 what	 we	 conceive	 of	 as	 our	 individual	 subjectivities.	 This	 is	 not	
an	ethics	of	relationality,64	but	a	crisis-inducing	ethics	at	the	point	of	impossibility	of	not	
60		Jacques	Derrida,	The Work of Mourning,	Pascale-Anne	Brault	and	Michael	Naas	(eds),	Chicago	
and	London:	The	University	of	Chicago	Press,	2001,	p.	170.
61		Cf.	 Michael	 André	 Bernstein,	 Foregone Conclusions: Against Apocalyptic History,	 Berkeley:	
University	of	California	Press,	1994,	p.	47.
62		Walter	Benjamin,	 ‘Theses	on	 the	Philosophy	of	History’,	 in	 Idem,	 Illuminations,	 pp.	255–266	
(257).
63		Bracha	Ettinger,	‘The	With-In-Visible	Screen’	in	M.	Catherine	de	Zegher	(ed.),	Inside the Visible: 
An Elliptical Traverse of Twentieth Century Art In, Of, and From the Feminine,	exh.	cat.,	Boston:	ICA,	
MIT,	and	Kanaal	Art	Foundation,	Boston:	The	MIT	Press	1996,	pp.	89–113	(106).






that	are	not	absorbed’.65	This	space	of	 severality	 is	a	 space	of	 intolerable	memories	and	
impossible	 histories,	 the	 debris	 of	 relationality.	 I	 will	 address	 some	 of	 the	 complex	
strategies	 in	performance	of	 rendering	 ‘present’	of	 trauma,	and	 the	ethical,	and	 indeed	










































in	 terms	of	how	the	 thesis	has	been	organised,	 they	have	 led	 to	an	 investigation	of	 the	







	 A	 further	 layer	 of	 investigation	 has	 concerned	 the	 problematic	 space	 of	 exile,	
the	 precarious	 zone	 of	 non-	 or	 semi-citizenship	 where	 the	 question	 of	 address	 of	 any	
such	 truth-telling	 voice	 becomes	 highly	 problematic,	 and	 this	 aspect	 of	 the	 research	
forms	Chapter	Three	of	the	thesis.	Most	importantly,	what	was	initially	conceived	as	an	
investigation	into	the	notion	of	witnessing	as	an	exercise	in	the	recovery	of	the	personal	














	 The	 notion	 of	 wit(h)nessing	 also	 emphasises	 the	 intriguing	 fact	 that	 the	 act	





and	 destruction.	 This	 aspect	 of	 the	 research	 has	 been	 investigated	 through	 Brennan’s	
proposition	 about	 the	 transmission	 of	 affect,	 and	 through	 the	 notion	 of	 the	 matrixial	





of	 the	 witness	 position	 in	 an	 ethically	 responsible	 engagement	 with	 history,	 and	 with	




for	 example	 by	 the	 Australian	 scholar	 Edward	 Sheer,	 of	 ‘whether	 it	 is	 still	 possible	 to	
maintain	an	ethics	of	spectatorship?’69	
	 This	crisis	of	spectatorship,	regardless	of	its	topicality,	voices	a	more	general	and	
long-standing	 concern	 with	 the	 status	 of	 spectatorship	 as	 such,	 what	 the	 philosopher	
















equivalence	 of	 theatre	 and	 community,	 of	 seeing	 and	 passivity,	 of	
externality	 and	 separation,	 mediation	 and	 simulacrum;	 oppositions	






effect	 as	 such.	 These	 effects	 rest	 on	 a	 similar	 kind	 of	 presupposition	 as	 what	 he	 terms	
the	 discourse	 of	 ‘the	 stultifying	 master’:	 the	 presupposition	 of	 an	 equal,	 undistorted	
transmission,	 a	 stultifying73	 practice	 of	 knowledge	 acquisition	 in	 which	 knowledge	 /	
community	 /	 living	 reality	 /	 activity	 /	 self-possession	 are	 established	 through	 a	 direct	
transmission,	a	homogenous	exchange	without	a	(traumatic)	reminder.
	 In	 the	discourse	of	 the	witness,	of	 the	analyses	of	 the	 sites	of	performance,	 the	
in-between	 times	 and	 places	 performance	 creates	 for	 ‘witnessing	 the	 witness’,74	 should	
Rokem’s	 invitation	 to	consciously	 take	on	 the	role	of	witnesses	 ‘in	 the	 labour	we	do	as	






74		Cf.	 Freddie	 Rokem,	 ‘Witnessing	 the	 Witness’,	 in	 Christie,	 Judie,	 Richard	 Gough,	 and	 Daniel	








































Janet,	 a	 pioneering	 French	 psychiatrist	 whose	 work	 has	 been	 revived	 in	 contemporary	
trauma	 theory	 by	 Bessel	 A.	 van	 der	 Kolk	 and	 Onno	 van	 der	 Hart.82	 Janet’s	 use	 of	 the	









and	 to	 conclude	 that	 in	 the	 reproduction	 there	 is	 a	 certain	 organization	 in	 relation	 to	
the	character	and	feelings	of	 the	patient,	 that	 this	organization	partially	 transforms	the	
80	Cathy	Caruth,	Trauma: Explorations in Memory,	p.	10.
81	Ibid.,	p.	11.
82		Cf.	Bessel	A.	van	der	Kolk	and	Onno	van	der	Hart,	‘The	Intrusive	Past:	The	Flexibility	of	Memory	





aspect	 of	 my	 research	 that	 has	 been	 particularly	 difficult	 to	 integrate	 in	 the	 writing.	 I	

















































and	 afflicted	 by	 traumatic	 occurrences,	 by	 catastrophic	 events.	 The	 difficulty	 of	 such	
86		Brian	Massumi,	‘Everywhere	You	Want	to	Be:	Introduction	to	Fear’,	in	Brian	Massumi	(ed.),	The 







function	 as	 what	 the	 Greek-American	 anthropologist	 Nadia	 Seremetakis	 terms	 poesis, 
‘the	making	of	something	out	of	that	which	was	previously	experientially	and	culturally	
unmarked	 or	 even	 null	 and	 void’.88	 This	 poesis	 strongly	 implicates	 the	 senses	 in	 the	

























a	 notion	 that	 Feldman	 borrows	 from	 Seremetakis	 and	 that	 ‘[i]n	 this	 atomized	 context	
becomes	a	vital	repository	of	historical	consciousness,	and	once	shared	and	exchanged,	
the	basis	for	illicit	cultural	identities’.94	
	 The	 possibility	 of	 challenging	 what	 Feldman	 terms	 ‘cultural	 anaesthesia’	 has	
interested	me	particularly	in	the	context	of	one	of	the	less	visible	aspects	of	the	wars	that	
accompanied	the	breakdown	of	former	Yugoslavia	–	a	situation	especially	characteristic	







all	 and	 any	 remaining	 pockets	 of	 ‘normality’96	 where	 forms	 of	 civil	 and	 civic97	 life	 still	
94	Ibid.,	p.	103.	I	will	analyse	the	notion	of	the	memory	of	the	senses	in	detail	in	Chapter	Four.










critique	 is	 still	being	undertaken.	Bojana	Pejić,	 ‘Dialectics	of	Normality’,	 in	Bojana	Pejić	 and	















from	 the	 epicentres	 of	 war	 operations	 at	 any	 particular	 time	 in	 the	 long	 period	 of	 the	
violent	dissolution	of	the	country,	this	other	‘normality’	of	art	and	culture	was	on	the	one	
hand	no	doubt	a	 life-saving	device	both	for	people	working	in	the	cultural	sphere,	and	
for	 the	public	 turning	to	culture	as	a	means	of	escape	 from	either	a	direct	or	potential	
(real	or	media-induced)	threat	to	life;	and	at	 least	a	certain	corrective	to	the	aggressive	
warmongering	of	the	media.	On	the	other	hand,	it	is	also	this	‘normality’	that	seems	the	






98		The	urgency	of	disclosing	the	political	 truth	of	 the	war	 in	former	Yugoslavia	rather	than	 ‘the	
factual	record	of	the	crime	and	its	moral	and	psychological	consequences’	is	argued	extensively	
in	Boris	Buden’s	‘Truth	and	Reconciliation	Are	Not	What	We	Really	Need’	essay	first	published	
in	Okwui	Enwezor,	Alfredo	Jaar	(eds), Experiments with Truth: Transitional Justice and the Processes 
of Truth and Reconciliation,	 Documenta	 11	 –	 Platform	 2, Ostfildern,	 Germany	 Hatje	 Cantz	
Publishers,	2003,	pp.	65–78	(this	citation	p.	68).
38
	 Although	 I	 understand	 my	 research	 into	 working	 with	 traumatic	 affectivity	 in	
performance	as	part	of	conceiving	of	how	art	can	continue	to	problematise	that	normality,	







to	 act	 effectively	 against	 the	 predominant	 harmful	 and	 warmongering	 social	 narrative,	







































case,	 the	finality	of	 the	act	of	departure	consists	not	 so	much	 in	 the	 inability	of	actual	















yet	 interpreted,	 ‘matched’	 to	 language.	 In	 its	final	 consequence,	 the	 symbolic	nature	of	
language	will	 inevitably	repress	affect.	What	this	means	in	the	context	of	any	academic	








that	 is	 still	 in	 an	 important	 manner	 an	 act	 of	 auto-bio-graphy,	 ‘at	 once	 a	 discovery,	 a	
creation	and	an	imitation	of	the	self,’102	of	a	self,	with-in	and	with-out	an	act	of	writing.	
100	Teresa	Brennan,	The Transmission of Affect,	p.	5.
101		Julia	Kristeva	in	Idem	and	Kelly	Oliver	(ed),	The Portable Kristeva, 2nd	Ed.,	New	York:	Columbia	
University	Press,	2002,	p.	249.




of	reconciliation	with	 these	experiences;	neither	have	 I	made	any	conscious	attempt	 to	
bracket	off	the	incongruities	and	interruption	that	this	experience	has	left	on	the	processes	
of	writing	and	conceiving	this	thesis.
I was in danger of / verbalizing my moral / impulses out of existence
	 	 	 Daniel	Berrigan,	on	trial	in	Baltimore	-	epigraph	to	Adrienne	
Rich’s	‘The	Burning	of	Paper	instead	of	Children’
But a writer is born and bred on horror.
—To live? It is on the other side of having being touched fatally. The nostalgia of the worst, that’s 
what makes you write. Uninterrupted solitude dictates the one to one dialogue. The only fear of 
those formerly mad or ex-prisoners or deportees or the humiliated is that Time will tarnish the 
glow of the embers and heal the wound. The pain is not in the torture, it is in the losing of its 
dreadful riches.
Hélène	Cixous,	‘Cruel	Obstetrics’
Testimony, like pain, in fact, being an expression of pain in language, emerges as a linguistic 





pointers	 on	 a	 difficult	 journey	 away	 from	 any	 attempt	 at	 resolution,	 or	 rather	 towards	
























103		The	 term	 is	 considered	 to	 have	 been	 first	 coined	 in	 1688	 by	 a	 19-year	 old	 Swiss	 student	 in	
his	medical	dissertation	as	a	way	to	talk	about	a	 lethal	kind	of	severe	homesickness	of	Swiss	








the	 problem	 of	 cognitio	 inferior,	 of	 the	 nondiscursive,	 subjective,	
nonconceptual	 (nonconceiving	 and	 nonconceivable)	 cognitio	 which,	 it	
could	 be	 said,	 Cartesian	 mathesis	 produced	 by	 expulsion	 or	 exclusion.	
Obscure	to	itself,	ungraspable,	feminine	or	effeminate,	always	dependent	
on	a	je ne sais quoi [...].107
	 The	 thesis	 has	 been	 consistently	 un-	 and	 under-written	 through	 just	 such	 a	
‘nonconceiving	and	nonconceivable’	gesture	of	inclusion	of	the	feminine	in	the	aesthetic	
discourse,	but	also	 through	a	growing	awareness	 that	 the	 feminine	 is	not	produced	by	










the	various	significant	methods	of	work	with	 trauma	survivors	 through	art	 in	order	 to	
relieve	suffering.	This	research	will	trace	a	different	history	of	performance	and	aims	to	
answer	a	different	challenge.	It	maintains	that	art	can	and	must	take	up	the	challenge	of	
communicating	 the	 force	and	the	 ‘affective	 truth’108	of	 the	reality	of	 trauma,	but	argues	
that	this	calls	for	an	important	theoretical	and	methodological	shift.	In	challenging	the	













of	violence	signals	another	violent	 location,	 that	of	 femininity	and	of	sexual	difference,	
so	that	the	question	of	the	language	and	metaphor	of	figuration	is	never	divorced	from	
the	question	of	the	act	of	locating	violence.	It	 is	not	a	dichotomy	but	a	key	dynamic	in	




material	 renegotiations	and	 transformations	of	 social	 and	personal	 traumatic	histories,	











	 The	 alterity	 of	 traumatic	 experience	 is	 indeed	 overwhelming.	 Taking	 on	 such	











creation.	 […]	This	 locus	 is	no	doubt	not	entirely	unrelated	 to	 the	 locus	
towards	which	Freud	turns	his	gaze	–	but	the	fact	that	Jung,	who	provides	
a	 link	 with	 the	 terms	 of	 the	 romantic	 unconscious,	 should	 have	 been	
repudiated	 by	 Freud,	 is	 sufficient	 indication	 that	 psycho-analysis	 is	
introducing	something	other.113
The	 fact	 that	 traumatic	 phenomena	 have,	 nonetheless,	 been	 successfully	 taken	 on	 by	
theoreticians	and	artists	alike	proves	that	among	them,	as	well,	something	other	than	‘the	
romantic	unconscious	of	imaginative	creation’	has	been	introduced	into	the	discourse	and	





112		Jacques	 Lacan,	 The Four Fundamental Principles of Psychoanalysis,	 trans.	 Alan	 Sheridan,	 New	
York,	London:	W.	W.	Norton,	1998	(1981),	p.	23.
113	Ibid.,	p.	24.





erroneously	 extends	 that	 certainty	 to	 all	 phenomena	 endowed	 with	 consciousness	 that	

































other’	 occurs	 again	 that	 disrupts	 such	 splitting,	 another	 movement	 of	 what	 Ettinger	











Begin by an (un)certain game of repetition:
i am interested in how performance relates to violence
i am interested in how performance responds to violence
i am interested in how performance apes/appropriates/dissolves violence
i am interested in how performance replicates violence
i am interested in how performance reiterates violence
i am interested in how performance avoids violence
i am interested in how performance escapes violence
i am interested in how performance moves from violence
i am interested in how performance moves towards violence
i am interested in how performance regards violence
i am interested in how performance disregards violence
i am interested in how performance reveals violence
i am interested in how performance masks violence
i am interested in how performance is silenced by violence
i am interested in how performance silences violence
i am interested in how performance begins in the face of violence
i am interested in how performance begins to face violence
i am interested in how performance stops in the face of violence
49
i am interested in how performance stops to face violence
i am interested in how performance continues despite of violence
i am interested in how performance continues because of violence
i am interested in how performance makes violence stop
i am interested in how performance makes violence begin
i am interested in how performance makes violence stop
i am interested in how performance makes violence begin
or does it never do that?
‘shattered’1 by violence
‘performing remains’;2












and	Andrew	Quick,	Shattered Anatomies: Traces of the Body in Performance.	Bristol:	Arnolfini,	1997.
2	Performing Remains: Art and War in Times of Theatrical Reenactment	is	the	title	of	the	most	recent	
book	by	Rebecca	Schneider,	New	York	and	London:	Routledge,	2011.
3	A Threshold Where We Are Afraid	 is	 the	 title	of	 the	artist’s	book	by	Bracha	Ettinger	 including	a	
conversation	with	Edmond	Jabès,	published	to	coincide	with	the	exhibition	‘Bracha	Lichtenberg	









impulse	 and	 the	 creative	 movement,	 where	 imagination	 is	 constantly	 overwhelmed	 by	









Violence in Performative Paradigms








in	his	Perform or Else: From Discipline and Performance,	New	York	and	London:	Routledge,	2001.	
























own	understanding	of	the	required	conceptual	 leap,	 the	 intricate	process	of	analogy	by	
7		Patrick	 Anderson	 and	 Jisha	 Menon	 (eds),	 Violence Performed: Local Roots and Global Routes of 
Conflict,	Basingstoke	and	New	York:	Palgrave	Macmillan,	2009,	p. 3.
8	Ibid.,	p.	5.
9		In	works	such	as	Diana	Taylor’s	Disappearing Acts: Spectacles of Gender and Nationalism in Argentina’s 
“Dirty War”,	 Durham,	 NC:	 Duke	 University	 Press,	 1997.	 Another	 approach	 focuses	 analyses	




means	 of	 which	 we	 proceed	 to	 use	 the	 paradigms	 and	 tools	 of	 performance	 theory	 to	
analyse	violence.
	 In	his	2002	lecture	‘What	is	a	Paradigm?’	held	at	the	European	Graduate	School,10	
Agamben	 describes	 the	 paradigm	 as	 a	 concrete,	 single	 historical	 phenomenon	 which	
becomes	an	example,	a	model	defining	 ‘the	 intelligibility	of	 the	set	 to	which	 it	belongs	












is	 that	 it	 is	 possible	 to	 take	 a	 step	 further	 and	 dissociate	 the	 paradigmatic	 relationship	
from	any	aspiration	to	the	universality	of	the	law.	For	Agamben,	moreover,	paradigmatic	
relationship	does	not	suggest	that	the	singular	phenomena	it	involves	belong	‘under	the	












of	 violence,	 or	 to	 materially	 re-present	 it,	 why	 do	 we	 engage	 the	 paradigms	 of	 art	 and	
more	importantly	of	performance	to	analyse	violence?	If,	as	Agamben	likewise	suggests,	




with	 performance	 –	 how	 does	 this	 particular,	 unruly	 relationship	 make	 violence	 more	
intelligible	to	us?
	 These	may	seem	highly	abstract	concerns.	I	would	argue,	however,	that	the	impulse	
in	 dealing	 with	 the	 issue	 of	 violence	 still	 generally	 falls	 either	 into	 working	 towards	
establishing	rules,	definitions	of	violence	that	would	help	us	engage	with	it	theoretically,	
or	on	the	other	hand	into	looking	for	re-presentational	strategies	with	which	to	engage	

























rhetoric	 to	 instrumentalise	 female	sexual	violence	as	an	 interrogation	technique.	Fusco	
sees	 this	 particular	 instrumentalisation	 of	 women	 interrogators	 as	 especially	 perverse	
since,	as	Fusco	reminds	us,	military	prisons	are	paradoxically	seen	as	safer	and	thus	more	
appropriate	environments	for	female	military	personnel.	































15		Operation Atropos,	 single	 channel	 video,	 colour,	 2006,	 thus	 named	 by	 Fusco	 to	 simulate	



















text	 published	 in	 the	 Vanity Fair	 in	 August	 2008	 and	 consisting	 of	 a	 photo-illustrated	
account	 of	 his	 personal	 experience	 of	 waterboarding	 at	 the	 hands	 of	 US	 special	 forces	























conventional	 distinctions	 between	 ‘victim’	 and	 ‘aggressor’	 are	 often	 ill-
suited	to	fully	explain	the	effects	of	violence.	[...]	Conceiving	of	violence	
purely	 in	 terms	 of	 cause	 and	 effect	 –	 and	 organizing	 against	 violence	
around	the	theme	of	victimization	–	dumbs	down	the	intricate	problem	of	
violence’s	productivity	in	the	contemporary	political	sphere.20
















and	 emotional	 boundaries.	 The	 resulting	 thirty	 hours	 of	 recorded	 footage	 were	 edited	
and	reconceived	as	a	video	work,	which	testified	to	the	levels	of	intensity	and	the	blurring	














	 The	 effectiveness	 of	 simulation	 of	 the	 interrogative	 performance	 acknowledged	
in	 Fusco’s	 remark	 meant	 that	 the	 highly	 aggressive	 ‘make	 believe’	 of	 the	 ex-soldiers’	
drill	could	be	undone	not	through	its	mirroring	in	resistance	but	by	an	altogether	other	
order	of	simulation,	by	an	in-adequate	mimetic	relation	that	put	itself	in	the	place	of	the	





























by	 the	US	military,	 considering	 interrogation	as	 a	 form	of	performance	
and	as	a	kind	of	political	theatre	might	seem	like	a	distraction,	or	even	a	
perverse	avoidance	of	the	“real”	issue.	I	believe	this	view	is	shortsighted	
and	 logically	 flawed.	 Torture	 is	 indeed	 painfully	 real,	 but	 theatre	 and	
performance	are	crucial	to	making	it	work	[…].22
















and	 the	 further	 displacement	 of	 the	 experience	 of	 suffering	 that	 these	 images	 and	
narratives	in	fact	capacitate?	Surely	it	is	not	only	to	say	that	the	spectacle	alienates	us	from	
experience,	 that	had	we	been	 ‘there’	we	would	have	known?	That	 the	embodied	would	













‘It is possible that to seem, it is to be. And the sun is something seeming, and it is. The sun is an example. 
What it seems, it is. And in such seeming all things are.’














undoing	 and	 the	 affliction	 of	 violence	 (w)rests	 with	 its	 citationality	 and	 not	 with	 any	
definitive	notions	of	‘the	body’	and	‘the	spectacle’	as	guarantors	of	a	stable	system	of	rules	
of	discourse.
	 This	 argument	 is	 of	 course	 itself	 highly	 citational.	 It	 rehearses	 the	 dynamic	
within	 the	 performance	 studies	 field	 brought	 about	 by	 the	 conceptual	 challenge	 of	
the	 poststructuralist	 critique	 to	 the	 identity	 politics	 and	 the	 politics	 of	 visibility	 in	
performance,	 the	 challenge	 that	 McKenzie	 maps	 in	 detail	 in	 his	 Perform or Else: from 
Discipline to Performance.	McKenzie	works	through	the	notion	of	the	paradigm	to	chart	























in	 fact	 explicitly	 claims	 that:	 ‘[t]he	 apparent	 seriousness	 of	 metonymical	 contexts,	 like	
the	 chronological	 and	 geographical,	 have	 no	 epistemological	 basis	 at	 all’	 and	 criticises	
‘academic	disciplines	which	have	no	epistemological	status,	such	as	those	in	the	humanities’	
for	 their	 reliance	 on	 geography	 and	 chronology	 which	 are	 in	 themselves	 just	 another	






















































day, instead of one night, a burst of machine-gun fire will flash, if light cannot come otherwise.
	 The	work	was	dedicated	by	the	artist	to	the	members	of	the	Anarcho-Syndicalist	
Initiative	 from	 Belgrade	 who	 were	 arrested	 on	 3rd	 October	 2009	 and	 threatened	 with	
international	 terrorism	 charges	 after	 standing	 accused	 of	 throwing	 Molotov	 cocktails	
at	 the	 Embassy	 of	 Greece	 in	 Belgrade.	 That	 mildly	 violent	 gesture	 in	 the	 permanently	










































































aspects,	 as	 a	 result	of	which,	 even	 though	 she	was	 in	 fact	 carrying	a	much	 larger	gun,	

















and	 public	 figures.	 The	 beauty	 of	 his	 poetry	 notwithstanding,	 Davičo	 himself	 remains	
deeply	 implicated	 in	 the	 dark	 sides	 of	 the	 socialist	 era	 in	 Serbia,	 with	 the	 levels	 of	 his	
involvement	 with	 the	 State	 Security	 and	 in	 the	 workings	 of	 our	 former	 socialist	 state	
unclear,	as	unclear	as	the	roles	of	all	of	us	who	were	once	its	citizens.
	 Facing	 the	 pitch-black	 politics	 of	 this	 oxymoronic	 and	 catastrophic	 merger	 of	
the	two	extreme	political	options,	no	amount	of	AK47	weapons	will	unlock	the	deeply	
traumatic	 erasures	 of	 progressive	 left-wing	 politics	 in	 Serbia.	 And	 although	 Fusco	 was	
perhaps	working	in	not	so	compatible	a	context,	one	aspect	of	her	work	that	can	bring	


















caricaturing	 that	 fascist	 ideological	 mindset	 cannot	 easily	 unlock	 the	 buried	 traumatic	
affectivity	 that	Tomić	 is	addressing	 in	her	work.	However,	what	her	 strategy	does	 is	 to	
bring	 to	 the	 soft	 light	 of	 day	 (One day, instead of one night,	 as	 the	 work’s	 title	 says)	 the	
clandestine	workings	of	the	in-citational	force	of	violence	in	the	everyday.













its	 testimonial,	 tainted,	 highly	 insubstantial	 voice.	 Whereas	 this	 discrepancy	 can	 and	
should	be	seen	as	an	invitation	to	a	different	kind	of	dialogue,	a	dialogue	as	‘a	convention	
of	 failures	[...]	a	meeting	of	 the	undone,	a	beautiful	catastrophe	of	misunderstanding’,41	















us	 ‘uniquely	 qualified	 and	 ethically	 obligated’43	 to	 explore	 both	 the	 ‘sitedness’	 and	
performativity	of	violence.
	 The	 difficulty	 of	 establishing	 the	 ‘we’	 in	 the	 proposed	 performance	 scholars’	
gathering	on	violence	performed	starts	perhaps	already	in	the	authors’	opening	remark:
In	 the	 relatively	 few	 years	 since	 11	 September	 2001	 –	 and	 beginning	
precisely	with	the	repetition	of	 images	from	that	day	–	we	have	seen	an	
unprecedented	increase	[...]	in	the	representational	prominence	of	violence	
both	 as	 an	 awesome	 spectacle	 to	 behold	 and	 as	 a	 domain	 of	 political	
discourse	that	dominates	contemporary	world-making.44	
	 While	 understanding	 very	 clearly,	 however	 very	 differently,	 what	 such	 an	




























by	 which	 human	 affliction	 has	 been	 communicated,	 and	 the	 artist	 has	









of	 connections	 that	 violence	 brings	 with	 it	 and	 new	 visual	 and	 verbal	 narrativisations,	















relation	 to	 the	 delicate	 pivot	 of	 the	 embodied	 and	 the	 spec(tac)ular,	 in	 relation	 to	 the	





in	 any	 sense	 of	 linear	 temporality	 –	 remain	 an	 affective	 potentiality	 that	 is	 suppressed	





48		Della	Pollock,	Exceptional Spaces: Essays in Performance and History,	Chapel	Hill,	NC:	University	
of	North	Carolina	Press,	1998,	p.	4.
49		This	is	exactly	the	difficulty	faced	by	the	Khmer	survivors	and	masters	of	traditional	Cambodian	
dance	whose	 relation	 to	 their	 art	 and	 their	 survival	 Judith	Hamera	has	grappled	with	 in	her	
article	on	‘The	Answerability	of	Memory’	that	I	cite	in	this	Chapter,	p.	79,	and	discuss	extensively	
in	Chapter	Three.
50		Jane	 Blocker,	 Seeing Witness: Visuality and the Ethics of Testimony,	 Minneapolis	 and	 London:	
University	of	Minnesota	Press,	2009,	p.	39.
























in	 war	 zones,	 what	 Khbeiz	 addresses	 in	 his	 article	 are	 far	 more	 personal	 issues	 of	 the	
52		Kalí	 Tal,	 ‘There	 Was	 No	 Plot,	 and	 I	 Discovered	 It	 By	 Mistake:	 Trauma,	 Community	 and	 the	





apparent	 ‘impurity’	 of	 sorrow,	 courage	 and	 honesty	 of	 the	 survivors	 as	 seen	 by	 those	
further	removed	from	sites	of	violence.	However	eager	the	latter	may	be	to	support	the	
causes	 of	 the	 afflicted,	 this	 perceived	 ‘impurity’	 provokes	 indignation	 and	 a	 failure	 to	

























































impact	of	 the	violent	 event	now	happen	without	 the	artist	 as	 a	 legitimate	witness,	 and	
the	 occasional	 artist	 invited	 to	 ‘depict’	 war	 ‘live’	 only	 confirms	 the	 point,	 as	 classical	
draughtsmanship,	or	storytelling,	or	re-enactment	for	that	matter,60	prove	far	too	weak	as	
means	of	communicating	affliction	in	comparison	to	the	immediacy	of	the	documentary	











	 Another	 significant	 shift	 for	 this	 deliberation	 on	 the	 relationship	 between	










radical,	norm-breaking,	 tradition-erasing	modern	art,	and	 in	 its	 struggle	–	understood	
as	intrinsically	violent	–	for	the	legitimacy	of	previously	unconsidered	artistic	forms	and	









	 To	move	away	from	the	deadlock	of	 this	 ‘pictorial	strategy	of	 intimidation’,	 it	 is	
possible	to	trace	a	different	history	of	iconoclasm	in	performance,	exemplified	by	works	
that	challenge	 the	 linking	of	art	 to	violence	 that	has	become	especially	problematic,	or	







63		Jane	Blocker,	‘Aestheticizing	Risk	in	Wartime:	The	SLA	to	Iraq’,	in	The Aesthetics of Risk,	Volume	
3	of	the	SoCCAS	[Southern	California	Consortium	of	Art	Schools]	symposia	(expanded	from	












Some	 of	 today’s	 theatre	 directors	 believe	 that	 only	 a	 discourse	 of	 the	



















in	 Edward	 Scheer	 (ed.),	 Antonin Artaud: a Critical Reader,	 London	 and	 New	 York:	 Routledge,	
2003,	pp.	47–64	(50).
79
strategies	 have	 far	 exceeded	 the	 artistic	 ones	 in	 utilising	 the	 spectacle	 of	 simulated	 or	
actual	danger	and	actual	corporeal	pain.
	 What	may	be	a	far	more	pertinent	field	in	which	to	intervene	is	the	sheer	materiality	
of	our	entanglement	 in	violence	via	 trauma,	complicated	by	the	 full	 implication	of	our	





	 These	are	bodies	at	 the	very	edges	of	 their	historicity,	of	 their	 speaking	back	 to	
and	embodying	history;	the	notion	that	 ‘violence	is	a	binding,	affective	experience	that	







	 I	 would	 like	 to	 argue	 that	 a	 change	 of	 focus	 has	 slowly	 been	 articulated	 after	






69	Patrick	Anderson	and	Jisha	Menon, Violence Performed, p.	5.
80
creating	scenarios	which	variously	suggest,	imply,	impose	situations	of	explicit	proximity	
to	 the	 bodies	 of	 others	 in	 performance.	 These	 works	 seem	 to	 move	 far	 beyond	 (or	 far	








































and	that	being	 ‘somewhere	else’	 is	 the	 legal	premise	for	claiming	innocence,	before	the	
law	 but	 also	 as	 in	 the	 flight	 of	 imagination.	 And	 however	 problematic	 status	 of	 ‘being	
there’	remains	in	relation	to	(live)	art	events,	they	certainly	no	longer	offer	this	premise	
of	 innocence,	 this	 alibi	 of	 ‘being	 somewhere	 else’	 as	 we	 engage	 with	 the	 workings	 of	
imagination.	This,	I	would	argue,	happens	above	all	because	the	artist	does	not	collapse	
the	 alibi	 ‘into	 himself,	 his	 self ’	 as	 Read	 would	 suggest,	 but	 collapses	 it	 on-to	 us,	 even	
literally	‘collapsing’	into	our	arms,	as	the	performance	artist	Kira	O’Reilly	had	done	when	
72	Cf.	Aleks	Sierz,	In-yer-face Theatre: British Drama Today,	London:	Faber	and	Faber,	2001.
73		Alan	Read,	‘Say	Performance:	Some	Suggestions	Regarding	Live	Art’,	in	Adrian	Heathfield	(ed.),	




	 So	 to	 turn	 the	 ethical	 demand	 around,	 my	 question	 would	 be	 what	 does	 this	
theoretical	 engagement	 with	 violence	 teach	 us	 about	 performativity	 itself?	 For	 as	
much	 as	 we	 may	 feel	 equipped	 or	 indeed	 obligated	 to	 engage	 in	 our	 writing	 with	 the	
performativity	of	violence,	what	 is	 it	 that	we	do	as	we	 inevitably	re-introduce	speech	/	
language	/	signification	around	violence?	And,	in	doing	so,	when	do	we	know	we	are	not	



















76		Dragan	 Klaić,	 ‘The	 Crisis	 in	 Theatre?	 The	 Theatre	 in	 Crisis!’	 in	 Maria	 Delgado	 and	 Caridad	















77	Alenka	Zupančič,	Ethics of the Real,	New	York,	London:	Verso,	2000,	p.	61.
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Chapter Three 
Burning Bridges: Imagination and Exile
Prologue
 The time is the beginning of the war, the girl must be an acting student, although we 
never ask; she has escaped and is probably waiting for an opportunity to emigrate. The place 
is a rundown city theatre, now home to one of the rare ‘independently’ run theatre groups 
that has offered shelter to actors passing through this town at the northernmost border of 
the former country. This ‘independence’ would turn sour in the years that followed, and be 
exchanged for an open share of power inside the warmongers’ government but that is part 
of a different history and a different kind of loss… The war has started but in this part of the 
country reactions are limited to public demonstrations and individual voices of protest while 
theatres are mostly continuing with their repertoires as if nothing is happening.
 I never see the girl except dressed in full costume: black baggy trousers, white shirt, black 
ragged jacket, large shabby shoes, dark hair with a short cut which I do not really recall, and a fake 
moustache; a carefully enacted cross-dressing impersonation of Charlie Chaplin, unsmiling. Her 
presence is eerie. It is not the uncanny likeness, nor her seriousness as such that are startling, but 
the fact that she does not seem to be acting this Chaplin at all; that her appearance, so meticulously 
carried out, is not aimed to be looked at, or rather it appears entirely indifferent to our gaze. She 
is working on an etude, perhaps simply to pass her time, to stay in shape as an athlete would have 
done in her situation, making sure she would remain agile while also attempting to come to terms 
with the enormity of her circumstance.
 We never approach her, we leave her be as one intuitively does with those who are 
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in mourning, for although we are in a theatre and there are many people rehearsing, her 
attentive lingering onto her appearance carries a different weight altogether. 
 There is nothing special in what the girl’s ‘character’ does. Most of the time she seems 
to be going about her business, carrying out movements that do not call to mind anything one 
remembers of Chaplin’s actions, at least not in any obvious manner; this is the comedian outside 
the spotlight, in her/his own space-time, absorbed in her/his own private gestures, yet so clearly 
recognisable that the force of this double illusion, the appearance and its simultaneous apparent 
negation, is all the more disquieting.
 Nothing in the girl’s gestures indicates effort, her blending with the looks of the famous 
comedian is almost perfect but it is again neither her technical prowess as such that is fascinating, 
nor the dubious metaphoric value of her etude given the times. What remains with me is the 
force of the affect her enactment carries. It is immediate, and disturbing. It solicits no comment 
and leaves one embarrassingly exposed. It is as if she emptied her masked looks of all intention 
only to inhabit them all the more fully, and to no other end but to test how much of the horror of 
her unsolicited knowledge of our shared catastrophe those unfamiliar yet so ubiquitously known 
features would take, and she with-in them. And she did that carefully, not with a reckless abandon 
of one who has resigned all control but on the contrary, with an awareness of one dispassionately 











stories	of	 individual	 experiences	 in	 those	 times.	 It	 is	 also	not	a	 report	of	 a	 remarkable	
performance.	There	were	other,	far	more	pronounced,	more	elaborate	instances	of	theatre-
making	 going	 on	 there	 at	 the	 time.	 It	 is	 an	 anecdote,	 a	 persistent	 sequence	 of	 real-life	











even	 if	 she	undertook	 the	exercise	with	 such	an	 intention	 in	mind,	 the	betrayal	of	her	





































subjection/s,	heightened	by	 the	most	basic	 existential	 fears	or	 simply	vested	existential	











































before	an	audience.	However,	 in	 the	case	of	 these	highly	 taxing	and	strict	dance	 forms	
performed	by	dancers	whose	bodies	are	moulded	and	trained	from	a	very	young	age,	the	













codified	 visual	 language	 of	 their	 dance	 with	 its	 profound	 disciplining	 of	 the	 body	 and	





























































	 The	notion	of	answerability	 lies	at	 the	heart	of	what	Bakhtin	conceives	of	as	an	
ethical	 response	 in	 a	 lived	 experience,	 a	 complex	 architecture	 of	 relations	 between	 art	
and	 life	 by	 which	 the	 ‘pernicious	 non-fusion	 and	 non-interpenetration	 of	 culture	 and	
life	 could	 be	 surmounted’.12	 A	 crucial	 structural	 link	 between	 art	 and	 life	 in	 Bakhtin’s	
concept	of	answerability,	or	response-ability,	consists	of	the	unique	place	of	each	subject	
in	the	world,	for	which	only	that	subject	is	called	and	able	to	answer.	Although	the	idea	
of	answerability	and	 this	 subject	position	appears	problematic	 in	 that	 it	may	appear	 to	
indicate	 an	 ultimate	 authority	 that	 is	 larger	 than	 and	 separate	 from	 an	 equally	 rigidly	
defined	 subject,13	Bakhtin’s	 radically	 situated	ethics	does	not	 in	 fact	posit	 its	 subject	 as	
10	Ibid.
11		Michael	Holquist	and	Vadim	Liapunov	(eds),	Art and Answerability: Early Philosophical Essays by 
M. M. Bakhtin,	trans.	Vadim	Liapunov	and	Kenneth	Brostrom,	Austin:	University	of	Texas	Press,	
1990,	pp.	1-2,	cited	in	Hamera,	‘The	Answerability	of	Memory’,	p.	74.
12		Idem	(eds),	M. M. Bakhtin: Towards a Philosophy of the Act. Trans.	and	notes	by	Vadim	Liapunov,	
Austin:	University	of	Texas	Press,	1993,	p.	3.	
13		Some	 scholars	 have	 somewhat	 problematically	 interpreted	 the	 notion	 of	 unity	 in	 Bakhtin	 as	
suggestive	of	the	union	of	the	divine	and	human	principles,	as	argued	for	example	by	Alexandar	
Mihailović	in	his	Corporeal words: Mikhail Bakhtin’s theology of discourse,	Northwestern	University	
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separate,	and	either	self-sufficient	or	subordinate	to	an	outside	law,	but	as	particular	and	
situated,	 an	 impermanent	 locus	 of	 a	 dialogical	 process.	 Bakhtin’s	 theory	 abolishes	 the	
subject-object	dichotomy	while	 insisting	that	art	as	 ‘[my]	active	deed	[...]	 is	not	simply	
an	affirmation	of	myself	or	simply	an	affirmation	of	actual	Being,	but	a	non-fused	and	
undivided	 [...]	 affirmation	 of	 myself	 in	 Being’.14	 Significantly	 for	 my	 argument	 in	 the	
thesis,	 Bakhtin	 theorises	 ethics	 as	 a	 physical,	 material,	 almost	 a	 physiological	 process.	
And	once	again,	although	situating	ethics	so	close	to	a	physiology	could	be	seen	to	limit	






































a	 sense	of	 inevitability	of	 territorialised	culture	and	of	 identity	as	ultimately	 located	 in	

























	 What	 their	 mimetic	 departure	 from	 such	 an	 ideal,	 answerable	 present	 suggests	
more	acutely	is	a	strangely	changed	figure	of	the	mime,	which	Derrida	brings	forth	in	his	
textual	analysis	of	Stéphane	Mallarmé’s	short	text	‘Mimique’.	In	Derrida’s	reading,	mime	





















in	 ‘illustrating	nothing’25	 seem	to	 illustrate	 too	much,	 seem	to	gather	 the	ghosts	of	 too	
many	other,	inaccessible	deaths.	What	Derrida	refers	to	as	Mallarméan	displacement,	that	
peculiar	attentiveness	to	mimicry	without	referent,	 in	their	performances	seems	locked	



















threat	of	 the	disappearance	of	 the	homeland	and	the	threat	of	 themselves	disappearing	
in	 the	host	 society	 [...]’.27	The	US-based,	exiled	 Iranian	film	and	media	 theorist	Hamid	
Naficy,	whose	comment	on	the	two	simultaneous	threats	Hamera	cites	here,	warns	against	
a	common	and	dangerous	strategy	among	refugees	resulting	 from	a	hastened	desire	 to	
circumvent	 both	 of	 these	 overwhelming	 threats,	 a	 strategy	 of	 either	 a	 fetishisation	 of	
the	past	and	of	 lost	 identities,	or	a	 forced	mimesis,	 an	 insistence	on	 ‘fitting	 in’	 to	 their	
new	environment.	However,	both	of	these	mimetic	gestures	–	both	the	holding	on	to	a	
fixed	notion	of	a	past	identity	and	the	apparent	abandonment	of	a	former	self	behind	an	









the	refugee	 ‘who	has	 lost	all	rights,	yet	stops	wanting	to	be	assimilated	at	any	cost	 to	a	
new	national	identity	so	as	to	contemplate	his	condition	lucidly,	receives,	in	exchange	for	
certain	unpopularity,	an	inestimable	advantage’.29	That	advantage,	Agamben	will	suggest,	
27		Hamid	 Naficy,	 The Making of Exile Cultures: Iranian Television in Los Angeles,	 Minneapolis:	
University	of	Minnesota	Press,	1993,	cited	in	Hamera,	p.	75.
28	David	L.	Eng	and	David	Kazanjian,	Loss,	p.	4.
29		Giorgio	 Agamben,	 ‘We	 Refugees’,	 trans.	 Michael	 Rocke,	 online	 access,	 available	 HTTP:	
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consists	 in	 opening	 a	 possibility	 in	 the	 social	 structure	 where	 the	 refugee	 becomes	 an	
uncomfortable	 presence,	 for	 a	 paradigmatic	 change	 of	 historical	 consciousness	 from	









	 And	 whereas	 there	 exists	 a	 plethora	 of	 highly	 complex	 works	 of	 dance	 and	
performance	that	engage	these	principles	–	Japanese	Butoh	being	one	pertinent	example,	







purpose	 of	 producing	 paradigms	 is	 not	 unproblematic,30	 but	 Agamben	 is	 not	 alone	 in	
contemplating	 the	 paradigmatic	 figure	 of	 the	 non-citizen.	 For	 the	 French	 philosopher	









in	 the	 real	 arising	out	of	 the	 seemingly	known	situation	 through	a	 sudden	appearance	
and	acknowledgment	of	 an	unknowable	and	 indiscernible	 element	already	present	but	
dormant	in	a	given	situation,	in	this	case	by	the	presence	(without	representation)	of	the	
sans papiers.	 Such	 truth	 requires	 an	 acknowledgement;	 it	 requires	 a	 decision,	 a	 fidelity	
by	 the	 virtue	 of	 which	 a	 subject	 states	 that	 an	 event,	 something	 supplemental	 to	 what	
is	calculable	and	knowable	in	a	given	situation,	has	taken	place.	It	is	only	through	such	







































introduce	 affect	 to	 Badiou’s	 theory,	 Gillespie’s	 essay	 links	 Badiou’s	 truth	 procedure	 to	
Lacan’s	notion	of	anxiety	 in	order	 to	account	 for	how	 ‘subjects	are	gripped	by	events’,33	
32		Mark	Franko,	‘Given	Movement:	Dance	and	the	Event’,	in	André	Lepecki	(ed.),	Of the Presence 






























36		Ibid.,	 p.	 182	 (from	 Alain	 Badiou,	 Conditions,	 Paris:	 Seuil,	 1992,	 p.	 208,	 now	 also	 available	 in	
English:	Alain	Badiou,	Conditions,	Steven	Corcoran	(trans.),	Continuum,	2008).
102
truth	 procedure,	 Gillespie	 argues,	 ‘is	 the	 process	 through	 which	 that	 subjective	 excess	












real,	 by	 the	 unnamable,	 unlimited	 supplement	 to	 any	 totality	 in	 its	 tendency	 towards	
totalitarianism	or	total	knowledge.
Dramaturgies of Loss
































systems	 of	 meaning,	 their	 identity	 politics	 and	 theoretical	 homes,	 when	 it	 is,	 as	 Kafka	
rightly	noted,	“a	matter	of	life	and	death	here?”’42	
41	Ibid.
42		Caren	 Kaplan,	 ‘Deterritorializations:	 The	 Rewriting	 of	 Home	 and	 Exile	 in	 Western	 Feminist	





Ostojić,	a	Serbian	artist	now	based	in	Germany.	Ostojić’s	Looking for a Husband with EU 
Passport	 (2000-2002)	 is	 described	 as	 a	 ‘Wedding	 Book	 interactive	 web	 project,	 series	
of	 situationistic	 performances	 and	 work	 in	 the	 media	 of	 law	 in	 large	 part	 executed	 in	






















apparently	more	 than	500	responses	 to	her	advertisement	entered	 into	correspondence	
with	several	respondents,	finally	meeting	and	marrying	German	artist	Klemens	Golf	in	
a	civil	ceremony	in	Belgrade	and	then	emigrating	to	Germany.	Their	subsequent	divorce	






what	 looked	 like	 an	 ordinary	 personal	 ad	 but	 in	 all	 the	 details	 of	 its	 execution	 proved	










	 Through	 such	 an	 elaborate	 yet	 disjointed	 mimicry	 of	 the	 desires	 of	 those	 she	
wished	to	talk	about	and	to	whom	she	acted	as	a	proxy	–	the	third-world	women	wishing	
to	 immigrate	 into	the	European	Union	–	the	artist	brought	 into	the	public	domain	the	
44		For	a	detailed	analysis	of	 the	project	 see:	Rune	Gade,	 ‘Making	Real:	Strategies	of	Performing	
Performativity	 in	Tanja	Ostojić’s	Looking	 for	a	Husband	with	EU	Passport’,	 in	Rune	Gade	&	






























the	 Looking for a Husband with EU Passport	 piece	 in	 these	 more	 recent	 works,	 queering	






project,	the	2001–2003	work	Where We Come From	by	Emily	Jacir,	an	American	artist	of	
Palestinian	origin	who	–	like	Ostojić	–	is	now	already	an	internationally	recognised	and	









journeys	while	at	 the	same	time	widening	 the	scope	of	possible	 fulfilment	of	diasporic	
desires.	Usually	limited	to	highly	practical	considerations,	these	desires	could	now	include	
anything,	anywhere	in	that	land	where	they	all	came	from	and	could	not	return.




	 The	 two	 projects	 have	 a	 number	 of	 interestingly	 converging	 concerns:	 if	 for	


















place	 most	 poignantly	 as	 performances	 but	 are	 relayed	 and	 become	 known	 through	
their	 documentation,	 mixing	 the	 medium	 of	 performance	 with	 other	 media,	 in	 Jacir’s	



















produced	 a	 body	 of	 work	 that	 while	 remaining	 linked	 to	 the	 everydayness	 and	 the	
intimacy	 of	 its	 actions	 in	 its	 low-key	 execution	 and	 the	 aesthetic	 decisions	 relating	 to	











should	 have	 been	 living	 their	 very	 ordinary	 lives	 and	 performing	 these	 very	 ordinary	
gestures	in	these	highly	specific	places	but	are	now	absent,	so	that	in	the	work	they	can	














it	 is	 the	 only	 one	 to	 be	 had’.47	 Some	 eight	 years	 on,	 sadly,	 the	 same	 cruel	 facts	 remain	


















how	 performance	 and	 its	 dramaturgy	 changes	 when	 observed	 from	 the	 perspective	 of	
trauma.	Dramaturgy	is	here	understood	as	‘the	text	(the	weave)	of	the	performance’,	where	
‘the	word	text,	before	referring	to	a	written	or	spoken,	printed	or	manuscripted	text,	meant	
‘a	 weaving	 together’.50	 Such	 a	 definition	 of	 dramaturgy	 becomes	 especially	 significant	
when	this	text	/	weave	is	marked	by	a	traumatic	occurrence,	which	by	definition	damages,	





50  Eugenio	 Barba,	 in	 Eugenio	 Barba	 and	 Nicola	 Savarese	 A Dictionary of Theatre Anthropology. 
The Secret Art of the Performer,	 London	 and	 New	 York:	 Routledge,	 1991,	 p.	 68.	 Barba’s	 rather	
conservative	 notion	 of	 dramaturgy	 as	 a	 weave	 has	 been	 politicised	 as	 an	 issue	 of	 feminine,	
invisible	 labour,	 especially	 pertinent	 for	 a	 certain	 contemporary	 approach	 to	 dramaturgy	 in	
André	Lepecki	and	Cindy	Brizzell,	‘Introduction:	The	Labor	of	the	Question	is	the	(Feminist)	

































to	 future	possibilities.	This	sense	of	an	open	futurity	 is	another	significant	reason	 ‘why	
we	have	to	talk	to	[the	ghost]	graciously,	why	we	have	to	learn	how	it	speaks,’56	as	Avery	









a	ghost	 should	not	be	confused	with	a	mythical	 revival	of	 a	past,	 for	unlike	myth	 it	 is	
hauntingly	non-redemptive.	Instead,	it	is	what	just	may	grant	us	a	non-sacrificial	future.	
It	is	what	disturbs	us,	but	in	that	disturbance	does	not	allow	the	past	to	become	enclosed,	






















gap	 of	 classical	 mimesis	 by	 an	 intervention	 of	 Benjaminian	 mimesis,	 of	 the	 dialectical	
image	that	unhinges	the	mimetic	relationship	and	thus	interrupts	the	(capitalist)	idea	of	
progress	 and	 continuity	 of	 development,	 feminist	 performance	 unlocks	 the	 ‘particular	
temporality,	 a	 space	 of	 ‘now-time’	 with	 no	 comforting	 historical	 narratives	 to	 limit	
meanings’.63	However,	 this	 ‘ontology	of	presence’,	especially	as	 it	has	been	articulated	in	
its	key	theorisation	in	performance	studies	already	in	1993	by	Phelan	in	her	Unmarked: 
The Politics of Performance,	 is	 easily	 mistaken	 for	 a	 simple	 displacement	 of	 the	 mimetic	
investment	 in	 adequation	 and	 continuity	 by	 a	 certain	 nostalgia	 for	 the	 ‘fullness’	 of	 the	
present	 moment	 and	 of	 liveness	 and	 ‘the	 body’	 which	 suddenly	 seems	 to	 have	 freed	
itself	 from	interpretation.	But	the	complexity	of	this	ontology,	as	I	have	already	argued	


















all	 […]	 fuelled	 by	 images	 of	 early,	 cathartic	 treatments	 of	 traumatic	 syndromes	 which	





the	 apparently	 shocking	 visceral	 confrontation	 of	 much	 of	 contemporary	 live	 art	 and	












	 A	significant	facet	of	 this	new	vocabulary	is	 the	theorising	of	the	nature	of	that	
‘perpetually	present	 (no-time)	and	absent	 (no-space)	dimension’	 that	Pollock	discusses	
in	the	context	of	the	traumatic	dimension	of	any	engagement	with	the	loss	of	redemptive	
history.	In	her	Afterword	to	the	collection	on	Loss,	and	drawing	on	Benjamin’s	The Origin 
of German Tragic Drama,	 Judith	 Butler	 notes	 how,	 according	 to	 Benjamin,	 ‘a	 certain	











mime,	a	mimicry	that	represents	nothing,	 ‘the	gesture,	the	one	that	has,	as	 it	were,	 lost	



















after	 Benjamin,	 as	 a	 kind	 of	 wreckage.	 In	 performance,	 such	 spatial	 and	 temporal	 shift	
includes	works	 that	actively	engage	and	play	with	the	 temporal	paradox	of	presentness	
in	 performance,	 not	 as	 an	 ideal	 present	 but	 as	 a	 perseverance	 in	 a	 difficult	 gap	 where	
‘[p]erformance	 boldly	 and	 precariously	 declares	 that	 Being	 is	 performed	 (and	 made	
temporarily	visible)	in	that	suspended	in-between’.74	
	 Performance	has	always	generated	sites	for	a	‘ghost’	of	Being	to	appear;	however,	
this	particular	rehearsal	of	a	ghost	performance	that	 I	have	been	engaging	with	 in	 this	













libraries,	 museums	 and	 archives,	 bodies’	 saturation	 with	 memory	 that	 conditions	 and	




we	 are	 unfolding	 behaviors	 that	 are	 not	 dependent	 on	 those	 old	
metaphysical	 and	 gender	 and	 genetically	 conditioned	 actions.	 We	 are	
producing	 something	 that	 does	 not	 have	 to	 depend	 on	 memory,	 is	 not	
driven	 by	 desire.	 But	 in	 that	 neutrality,	 within	 this	 new	 space	 which	 is	
neither	body	nor	machine,	within	this	alternate	operational	space	what	can	
be	discovered,	what	can	be	exposed,	what	can	be	experienced?	Is	it	possible	
to	 have	 a	 personal	 relationship	 with	 someone	 without	 being	 immersed	
in	nostalgia,	not	driven	by	desire	and	expectation,	not	performing	with	
emotion?76





such	 an	 alternate	 operational	 space	 is	 that	 both	 are	 interested	 in	 a	 certain	 notion	 of	
remains,	of	what	remains	after	loss,	where	for	Stelarc	it	would	seem	that	it	is	memory-	or	
desire-driven	behaviours	that	may	be	lost,	that	are	left	behind.
	 What	 the	 notion	 of	 remains	 brings	 to	 Stelarc’s	 part-human-part-technological	
space/s,	 to	 the	 technologically-augmented,	 interfaced,	 interactive	 operative	 space/s,	
however,	questions	the	neutrality	of	any	such	space,	as	it	would	suggest	that	such	a	space	
will	also	inevitably	invite	its	own	ghosts,	that	it	will	be	an	affected	space,	although	a	space	
where	 affect,	 as	 Brennan	 would	 argue,	 refers	 to	 ‘a	 physiological	 shift	 accompanying	 a	














and	the	 latter	 is	characteristic	of	melancholy,	has	been	theorised	by	 the	psychoanalysts	
Nicolas	Abraham	and	Maria	Torok,	who	describe	 incorporation	 through	 the	notion	of	
the	crypt,	entirely	sealed	off	from	consciousness,	not	subconscious	but	utterly	alien,	the	
‘rejected psychic matter of a paternal object’.80
	 The	 fact	 that	 the	crypt	of	history	 is	not	our	own,	 that	 it	has	been	passed	on	 to	
us	 from	 a	 past	 we	 have	 never	 known	 but	 in	 which	 we	 remain	 implicated	 through	 this	
inaccessible	but	utterly	intimate,	incorporated	crypt,	makes	both	the	project	of	our	self-
formation	and	the	movements	by	which	we	would	dis/engage	with	that	unscripted	but	
77	Teresa	Brennan,	The Transmission of Affect,	p.	5.




Notules	 sur	 le	 fantôme,	 both	 in	 L’Ecorce et le Noyau.	 Paris:	 Flammarion,	 1987,	 cited	 in	 Maria	
Yassa,	 ‘Nicolas	 Abraham	 and	 Maria	 Torok	 –	 The	 inner	 crypt’,	 Scandinavian Psychoanalytical 
Review,	2002, vol.	25,	no.	2.	
80		Maria	Torok,	‘Story	of	Fear:	The	Symptoms	of	Phobia	–	The	Return	of	the	Repressed	or	the	Return	














the	 surplus	 that	 repetition	and	adequation	cannot	account	 for.	This	chapter	has	 traced	








and	 somewhat	 unexpected,	 either	 involuntarily	 or	 purposefully	 unhinged,	 part.	 In	 the	
first	example,	the	young	actress’s	inconspicuous	mimetic	exercise	intuitively	opened	up	a	
possibility	to	show	how	in	mimesis	‘[t]he	body	is	never	fully	subsumed	in	impersonation’,81	
but	 in	 a	 highly	 counter-intuitive	 way,	 by	 showing	 us	 how	 loss	 acts	 as	 the	 point	 where	













decade	 later,	and	 that	 they	are	accomplished,	completed	works	 in	which	 the	artists	are	








herself	 the	grace	of	 the	privacy	of	her	personal	 life),	 that	Ostojić’s	project	rose	above	a	
brazen	provocation	or	simple	personal	gain,	without	removing	itself	entirely	from	either,	





enormity	of	 the	event	of	exile	which	made	any	such	 fulfilment	 impossible	 for	 the	only	





	 In	 all	 these	 examples,	 the	 locus	 of	 that	 surplus	 of	 meaning	 which	 placed	 these	
performances	 precariously	 at	 the	 limits	 of	 what	 their	 respective	 forms	 were	 meant	 to	
convey	 (Charlie	 Chaplin;	 characters	 from	 Cambodian	 classical	 dance;	 East	 European	





























Trauma and Community: Scars and Rage
‘Standard Drab’
 The soldiers approach the house from the corn field: the whole extended family is 
gathered together in her grandmother’s garden, her father resting in a deckchair and she 
playing next to him. Or so her story goes, but she was less than five years old at this time and 
something fails me as I begin imagining the seven, or was it nine, brothers, or cousins, and 
wives and children and the grandmother. Did they gather the others elsewhere in the village 
and then come for the brothers? The brothers just happen to be visiting, having arrived from 
the city to help with the harvesting, their wives and children sitting in their mother’s garden. 
It is the beginning of a war but they are used to wars here. She has never tired of telling us 
how her grandmother never stopped wearing black garments for there was always someone 
dying in the family.
 I like her looks. In her only remaining photograph from my grandparents’ wedding 
she is already so wrinkled it is impossible to tell her age but then she never looked any different 
apparently, for as long as they can remember. But they only came later and no one else is 
really left to tell, so the numbers and faces multiply and confuse me and I decide to give up 
on the entire event.
 A foreign-looking young brunette is walking in the streets of a Central European city with 
her mother and the two women board a tram on the pretty side of the river and stay on it for 
three or four stops and the mother is quiet but as they get off she is a little shaken as she tells her 
daughter that she feels her own father’s presence for the first time since she was a very small child. 
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It began at an exact moment during the ride, the daughter is unsure when, or whether the mother 
is immediately aware of what is going on, and it ends at a very particular point as the two women 
walk onto a bridge to continue sightseeing. The mother is a highly rational woman and nothing 
has prepared her for this but they never talk about it much. It is left to the daughter to resolve 
what has happened as she becomes increasingly aware of her own feet tracing her grandfather’s 
journeys through this city where he once lived, and where she once arrived as a well-travelled 
person and confident about her place in this seemingly placid universe despite the extraordinary 
circumstances of her journey.
 When the shots are heard the little girl is probably in her mother’s arms and, in the 
southern landscape stilled in the July heat, the sound of the shooting must be terrifying, but she 
then grows up never talking about it and when the bomber planes arrive six decades later and 
it all comes back to her she is determined not to join in with the others in allowing the time to 
move backwards. Instead, she stubbornly continues with her routine, the only change perhaps 
consisting in the set of exercises that will keep her very youthful looking in the years to come.
 After the soldiers march off having left the men to die he apparently rises and staggers 
back to the house. She has never seen anybody bleed before, I am pretty certain of it, yet she will 
never evoke this particular image in her calm recounting of the event over the years except to 
say that what made the soldiers return was the sound of him gasping with pain, whereby some 
soldiers came running back and he was shot again.
 This will be one of those evenings that I will often recall vividly although all that 
happens is that I am woken up into darkness after a late afternoon nap by my sister who has 
been listening to the news. I will soon learn that the walls of our student flat, which I could 
never quite get used to anyway, have definitely turned into a prison as tanks are sent into the 
streets and most people seem to disappear behind their curtains overwhelmed with painful 
memories, with fear or a rotten conscience.
126
 I am sitting at an important gathering abroad and the people seem to be quite taken by 
something I say in my vaguely Slavic-sounding voice about there never existing a long-enough 
stretch of peace where I come from for there to be a second generation of survivors and this 
suddenly makes us quite distant. Then I wish I had never said it: I was just beginning to feel we 




which	formed	her	1001 nights cast	project.2	In	Campbell’s	own	words,	the	1001 nights cast	
concept	was	‘generated	by	the	forces	of	[the	Arabian	tales	of]	The	1001	nights:	the	theatrics	



















a	phrase	 ‘that	 leaps	 from	the	page	with	generative	potential’	 from	one	of	 the	 texts	and	








In a faraway land a gentle man dies. His bride is bereft. She travels across 
continents looking for a reason to keep living. Every night at sunset she is greeted 
by a stranger who gives her a story to heal her heart and continue with her 
journey. She does so for 1001 nights.4
	 How	does	a	story	heal	a	bereft	heart?	How	does	storytelling	set	out	to	accomplish	






its	 reverberations	 across	 the	 next	 two	 generations	 of	 our	 family.	 Whereas	 the	 extreme	
trauma	of	 this	particular	history	 inevitably	escapes	 the	scope	of	 such	a	 shorthand	 tale,	
noting	it	down	in	this	manner	reflected	my	own	sense	of	exposure	before	the	enormity	of	
the	artist’s	stated	loss	to	which	I	felt	compelled	to	respond,	but	also	an	awareness	that	the	









































unmoored	 symbolic	 space.	 Through	 its	 extreme	 duration	 and	 its	 leap	 of	 trust	 in	 the	




provides	 an	 unprecedented	 possibility	 for	 alternative	 social	 and	 political	 networks,	
especially	 in	 societies	where	power	 relies	heavily	on	curbing	alternative	 symbolic	 links	
that	could	spur	dissent	is	commonplace	enough	and	increasingly	obvious.	But	to	animate	
that	space	through	such	an	old	technique	of	storytelling	shows	what	the	symbolic	stakes	






a	 laborious,	continual	 insistence	on	the	reported	 fact	of	 the	daily	press	articles,	and	 its	
parallel	undoing	by	the	thread	of	fiction.	The	performative	force	of	the	artist’s	testimonial	
leap	 (‘she	 does	 so	 for	 1001	 nights’	 goes	 the	 artist’s	 inaugural	 performative	 utterance)	





















































that	was	 then	 just	a	way	of	mapping	a	 route	as	 the	artist	 and	her	distant	collaborators	
were	taking	it,	notation	that	remains	fully	incorporated	in	the	very	fibre	of	the	duration	
of	Campbell’s	performance,	whether	we	describe	it	as	the	resulting	archive	still	available	













working	 with	 trauma	 survivors,	 as	 well	 as	 among	 theorists	 and	 artists	 working	 with/
in	 traumatised	 communities,	 or	 engaging	 with	 others’	 or	 their	 own	 autobiographical	
material	 which	 may	 be	 considered	 traumatic	 in	 the	 strict	 sense.	 The	 issues	 of	 the	 so-




and	 practitioners,	 especially	 psychoanalysts	 studying	 the	 impact	 of	 Shoah,	 who	 note	
the	 remarkable	way	 in	which	 trauma	 is	 transmitted	 to	 the	children	and	even	 the	 third	
generation	of	the	families	of	survivors.
	 Yolanda	Gampel,	an	Israeli	psychiatrist	and	psychoanalyst	with	extensive	experience	
of	 working	 with	 trauma	 survivors,	 has	 introduced	 the	 term	 ‘radioactive	 identification’	
to	 emphasise	 the	 difficulty	 of	 warding	 off	 the	 consequences	 of	 extremely	 destructive	
events	and	to	describe	the	force	with	which	‘external	reality	enters	the	psychic	apparatus	
without	 the	 individual	 having	 any	 control	 over	 its	 entry,	 implantation	 or	 effects’.7	 One	
major	consequence	of	this	force	is	identification,	for	the	remnants	of	destructive	events	
are	 no	 longer	 easily	 distinguished	 from	 how	 an	 individual	 defines	 herself.	 The	 notion	
of	radioactivity	also	points	to	the	temporal	aspect	of	trauma,	to	the	continuing	damage	









C.	G.	M.	Robben,	Marcelo	M.	Suárez-Orozco	(eds),	Cultures Under Siege: Collective Violence and 
Trauma,	Cambridge:	Cambridge	University	Press,	2000,	pp.	48–69	(59).
8	Ibid.
9		Steven	Connor,	‘On	Overlooking’,	paper	given	at	Witness: Memory, Representation and the Media in 
Question,	European	Summer	School	in	Cultural	Studies,	Copenhagen,	25	August	2004;	published	













war.	However,	as	 the	research	has	progressed,	 I	have	had	 to	question	myself	again	and	
again	about	the	nature	of	that	impulse	for	an	impossible	sort	of	return.	More	interestingly,	
in	 time	 these	 questions	 became	 less	 attached	 to	 the	 specific	 singular	 events	 and	 more	
focused	on	the	nature	of	these	affects	that	unresolved	past	leaves	as	its	imprint	in	memory,	
on	where	 they	are	 lodged	 in	the	body	and	 in	the	 textures	of	 the	social	spaces,	 for	how	
long,	how	is	it	that	they	resurface	and	why	is	it	that	they	are	so	difficult	to	pin	down	and	
recognise,	let	alone	do	something	about.














our	 biological	 makeup.	 What	 I	 have	 been	 tracing	 in	 the	 thesis	 is	 ways	 to	 look	 not	 to	
Homer’s	epics	but	to	particular	modes	of	contemporary	art	and	performance	making	for	
the	possibilities	of	‘repair’	of	a	trustworthy	community,	of	ways	to	work	with	fragmented	




restoration	of	a	 trustworthy	community	can	be	 tackled	as	a	possibility	 in	performance	
contexts	without	precluding	the	problematic	aspects	of	both	any	hope	for	restoration	and	
any	easy	definition	of	a	community.
	 Memory	 is	 often	 seen	 in	 contemporary	 social	 and	 cultural	 theory	 as	 the	 key	

























with	 just	 what	 that	 may	 mean	 is	 likewise	 addressed	 by	 Franko:	 ‘the	 event	 disarms	 the	
performative	 by	 effectively	 removing	 its	 capacity	 to	 respond.	 The	 event	 leaves	 the	 act	
“speechless”’.15	It	is	in	proximity	to	that	‘speechlessness’,	amidst	the	‘wreckage’	of	memory,	












poet	 and	 Holocaust	 survivor,	 between	 two	 types	 of	 memory,	 ‘deep	 memory’	 or	 ‘sense	
memory’	that	indicates	the	memory	processes	related	to	traumatic	experiences	and	their	








[Normal	 memory,]	 like	 all	 psychological	 phenomena,	 is	 an	 action;	
essentially	it	 is	an	action	of	telling	a	story	[…]	A	situation	has	not	been	
satisfactorily	 liquidated	 […]	 until	 we	 have	 achieved,	 not	 merely	 an	














	 The	 insistence	 on	 the	 importance	 of	 re-creating	 narratives	 is	 almost	 universal	
among	the	medical	professionals,	psychiatrists	and	psychoanalysts	working	with	trauma	
survivors.	 However,	 Tal’s	 writing	 that	 I	 refer	 to	 in	 the	 second	 chapter18	 points	 to	 the	
necessity	of	distinguishing	the	shattering	of	our	personal	sets	of	beliefs,	of	our	personal	
myths,	from	the	social	myths	that	are	undone	in	the	aftermaths	of	violence.	In	the	same	
way	 that	 the	survivor	begins	 to	represent	 for	 the	rest	of	 the	society	a	 terrible	shattering	

















most	 pertinently	 in	 its	 continual	 re-marking	 on	 this	 blind	 spot	 within	 the	 notion	 of	
memory-as-recollection,	inasmuch	as	the	notion	of	memory	as	re-collecting	implicates	a	
certain	centralising	principle,	as	well	as	a	sense	of	narrative	control	over	experience.
	 And	 whereas	 in	 the	 work	 of	 psychologists,	 such	 as	 Janet,	 the	 experience	 is	
understood	in	the	light	of	processing	of	events	by	mechanisms	innate	to	the	mind,	social	
and	cultural	theory	argues	for	the	view	of	experience	as	subjectively	lived	but	culturally	







Bal,	Jonathan	Crewe	and	Leo	Spitzer	(eds),	Acts of Memory: Cultural Recall in the Present,	Hanover,	

















	 Gampel	 distinguishes	 two	 polar	 concepts	 through	 which	 the	 individual	
experiencing	 social	 violence	 relates	 to	 the	 world,	 the	 ‘background	 of	 safety’	 and	 the	
























impact,	 an	 actual	 paralysis	 of	 the	 symbolic	 function	 that	 cannot	 be	 dismissed,	 and	 an	
unprecedented	 ‘encounter’	 with	 the	 (arguably)	 unmediated	 impact	 of	 the	 ‘unthinkable	
and	the	unrepresentable	or	unspeakable’28	affective	space	of	trauma.
	 The	 perplexing	 nature	 of	 this	 ‘impossible’	 encounter	 is	 explained	 in	 cognitive	
psychology	as	the	failure	of	 the	symbolic	and	linguistic	modes	 in	the	brain	to	organise	
the	 frightening	 event	 in	 words	 and	 symbols.	 Instead,	 what	 people	 experience	 when	
they	are	exposed	to	trauma	is	‘speechless	terror’,29	in	which	experience	is	organised	on	a	
somatosensory	or	iconic	levels.	Indeed,	in	its	most	extreme	cases,	even	the	somatosensory	
and	 iconic	 levels	are	shattered	 in	 the	aftermath	of	 traumatic	exposure.	 In	his	book	The 






29	Bessel	van	der	Kolk,	in	Cathy	Caruth	(ed.),	Trauma:	Explorations in Memory, p.	172.







to	 a	 lacuna	 in	 the	 structure	 of	 memory	 where	 we	 can	 find	 a	 way	 of	 working	 with	 the	
paradoxical	 cohabitation	of	 traumatic	 ‘anti’-memory	and	consciousness	without	 forcing	
a	resolution.	In	this	respect	it	is	interesting	to	note	that	in	his	Being Singular Plural Nancy	








body	explicitly	 in	her	argument,	 is	how	trauma	 lays	bare	 the	porosity	of	our	corporeal	
borders,	of	the	surface	of	our	skin,	and	invites	other	modes	of	engagement	that	will	take	
this	porosity	and	the	corporeality	of	our	subjectivities	into	consideration	and	challenge	









corporeality	 as	 a	 framework	 as	 it	 would	 be	 using	 consciousness	 or	 the	
unconscious.	All	the	effects	of	depth	and	interiority	can	be	explained	in	
terms	 of	 the	 inscriptions	 and	 transformations	 of	 the	 subject’s	 corporeal	
surface.’32
	 What	 happens	 to	 the	 narrative	 when	 neither	 traumatic	 wounding	 nor	 memory	
are	sited	into	an	interior,	either	psychologically	or	corporeally	conceived,	but	are	instead	
re-marked	in	the	intensities	and	flows	of	such	‘surface’	subjectivities?	In	Empathic Vision,	
Bennett	 reminds	 us	 that	 although	 theorists	 of	 trauma	 and	 memory	 have	 thus	 far	 paid	
little	attention	to	visual	and	performance	art,	it	is	here	that	we	will	find	‘a	long	tradition	
of	engagement	with	affect	and	immediate	experience,	not	 just	as	sources	of	 inspiration	
or	 objects	 of	 representation,	 but	 as	 fundamental	 components	 of	 a	 dynamic	 between	












34		For	 an	 introduction	 to	 the	 notion	 of	 expression	 in	 the	 philosophy	 of	 Deleuze	 and	 Deleuze-
Guattari,	see	Brian	Massumi,	‘Introduction.	Like	a	thought’	in	Brian	Massumi	(ed.),	A Shock to 
Thought: Expression after Deleuze and Guattari,	London,	New	York:	Routledge,	2002,	pp.	xiii–
xxxix.
35		Jill	Bennett,	Empathic Vision,	p.	24.
36		Jill	 Bennett,	 ‘Within	 Living	 Memory’,	 in	 Jill	 Bennett	 and	 Jackie	 Dunn,	 Telling Tales,	 ex.	 cat.,	
Sydney:	College	of	Fine	Arts,	University	of	New	South	Wales,	1998,	p.	11.
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37		Michael	 Lambek	 and	 Paul	 Antze,	 ‘Introduction:	 Forecasting	 Memory’,	 in	 Michael	 Lambek	








the	 question	 of	 ‘who	 controls	 this	 scene’.	 This	 final	 shift	 has	 profound	 implications	 on	
the	notion	of	an	artist’s	intentionality	–	moving	away	from	representation	to	action	and	
then	to	giving	agency,	not	giving	up	on	it	but	re-distributing	agency.	In	Ettinger’s	terms,	




	 The	agency	 in	such	work	 is	 shared	 in	complex	ways	with	 the	audiences;	and	 in	











































40		Patricia	 C.	 Phillips,	 ‘Creating	 Democracy:	 A	 Dialogue	 with	 Krysztof	 Wodiczko’,	 Art Journal,	
Winter	2003,	vol.	62,	no.	4:	33–47	(39,	42).
41		Jean-Francois	Lyotard,	 ‘Gesture	and	Commentary’,	 in	Dorota	Glowacka,	Stephen	Boos	 (eds),	











materialises	 the	 artificiality	 of	 art	 as	 just	 such	 a	 prothesis,	 as	 a	 vital	 albeit	 destructible	
object	or	scenario	for	an	alternative	vision	of	public	space	as	‘a	site	of	enactment’43	of	social	
relation.
	 The	question	of	 art	with-in	community	has	 remained	a	 ‘dormant’	 theme	of	my	
thesis,	a	promise	of	a	 future	project	overtaken	by	 the	complexity	of	grappling	with	 the	




engage	 with	 the	 complex	 dynamic	 of	 social	 traumatic	 memory.	 Most	 obviously,	 this	
















networks	 of	 family	 and	 social	 and	 economic	 links	 are	 still	 ruled	 by	 strong	 communal	
taboos	 that	 bar	 any	 confrontation	 with	 traumatic	 events,	 and	 a	 highly	 skewed	 view	 of	







	 If	 we	 agree	 with	 what	 psychoanalysis	 teaches	 us,	 as	 noted	 by	 Pollock	 in	 her	





44		Shoshana	Felman	and	Dori	Laub,	Testimony: Crises of Witnessing in Literature, Psychoanalysis 
and History,	New	York	and	London:	Routledge,	1992,	p.	204.




forceful.	 In	a	world	where	 the	ability	 to	articulate	and	convince	those	 further	removed	
from	the	traumatic	events	of	the	genuineness	of	our	grievances	may	be	the	only	hope	for	a	
resolution	for	an	increasingly	large	number	of	people,	the	stakes	of	our	links	to	our	memories	
become	 very	 high	 indeed;	 at	 the	 same	 time,	 their	 collapse	 means	 that	 our	 memories	
are	 more	 than	 ever	 ‘up	 for	 grabs’	 by	 all	 those	 willing	 and	 able	 to	 fulfil	 the	 testimonial	
















	 This	 strategy	 makes	 obvious	 the	 lack	 of	 agency	 that	 is	 the	 most	 profoundly	
debilitating	 aspect	 of	 any	 experience	 of	 trauma;	 but	 more	 importantly,	 it	 opens	 up	 a	









passive	 for	 twenty-four	 hours	 during	 which	 the	 only	 clue	 he	 offered	 to	 his	 unwitting	
audiences	was	a	text	attached	to	the	wall,	noticed	by	very	few	and	never	mentioned	by	the	
artist	in	subsequent	essays	that	dealt	with	the	piece,	reading:

















other	members	of	 the	audience	 that	 stopped	him.	Cf.	Lynn	MacRitchie,	 ‘Marina	Abramović:	
Exchanging	Energies’,	Performance Research,	1996,	vol.	1,	no.	2:	27–34.








	 Cheng	describes	 the	affective	field	of	 the	performance	 through	 its	 ‘melancholic	
tone	 and	 sense	 of	 catatonia’49	 that	 in	 her	 opinion	 both	 mark	 and	 preclude	 its	 success,	
plunging	its	involuntary	audiences	/	witnesses	into	a	melancholic,	catatonic	sense	of	what	
loneliness	 feels	 like	 but	 denying	 them	 any	 possibility	 of	 productive	 dialogic	 exchange.	
























it	 promotes	 only	 comes	 after	 other	 complex	 forms	 of	 knowing	 for	 which	 the	 sense	 of	
melancholy	and	catatonia,	 the	provoked	anxiety,	and	even	aggression,	are	performative	







to	unfold	without	recourse	 to	 the	deceptive	emphatic	 identification	either	with	 the	self	
or	 with	 the	 immigrant	 other.	 In	 this	 sense	 I	 see	 this	 work	 belonging	 to	 a	 certain	 vein	
of	 works	 that	 engage	 with	 passivity	 as	 an	 aesthetic	 device	 and	 an	 ethical	 stance	 that	






50	Kaja	Silverman,	The Threshold of the Visible World,	New	York	and	London:	Routledge,	1996.






positions	 can	 artists	 inhabit	 along	 the	 charged	 lines	 of	 such	 uncanny	 disseminations	











From Testimony to Wit(h)nessing: With This Shadow on Her Shoulders
	 Shoshana	 Felman	 and	 Dori	 Laub’s	 1992	 book	 Testimony: Crises of Witnessing 
in Literature, Psychoanalysis	 and History marked	 a	 certain	 performative	 turn	 in	 the	
understanding	of	the	role	of	testimony	and/in	its	relation	to	history.52	The	book,	a	joint	
effort	 of	 a	 scholar	 focused	 on	 literary	 theory,	 psychoanalysis	 and	 law	 and	 a	 practicing	




















the	 requirement	 for	objectivity	 the	assumption	 that	we	can	 somehow	 leave	behind	 the	
complexity	and	ambiguity	of	our	individual	relations	to	history	and	extract	from	them	a	
kind	of	solid	knowledge	that	could	be	safely	shifted	from	the	individual	onto	the	social	
sphere	 without	 any	 traumatic	 residue.	 Instead,	 the	 authors	 see	 testimony	 as	 a	 crisis-
inducing	event	in	which	any	insistence	on	reaching	certainty	is	suspended	to	allow	for	an	
act	of	witness	to	unfold.	




Lisa	Saltzman	and	Eric	M.	Rosenberg	(eds),	Trauma and Visuality in Modernity,	Hanover,	NH:	
Dartmouth	College	Press,	2006,	pp.	222–246	(227).
154




Laub	 is	 a	 strong	 advocate	 of	 testimony	 as	 an	 alternative	 to	 what	 he	 terms	 ‘dramatic	







humanity’56	 in	 situations	 of	 trauma,	 especially	 situations	 of	 anonymous	 atrocity	 and	
massive	trauma.
	 The	 link	 that	 testimony	 maintains	 with	 the	 sensorial	 and	 iconic	 content	 of	 a	
















	 The	 difficulty	 of	 the	 testimonial	 ‘vow to tell’60	 becomes	 especially	 striking	 with	
regard	 to	 such	 perplexing	 nature	 of	 the	 traumatic	 waking	 ‘into’	 survival	 that	 seems	 to	













us	 not	 the	 abandoning	 of	 any	 hope	 of	 knowledge	 of	 past	 events	 but	 a	 certain	 retuning	

























































to	 activate	 bodies	 directly,	 as	 a	 ‘trigger	 mechanism’.66	 	 For	 performance	 to	 continue	 to	
challenge	and	counter	 these	new	constellations	of	power,	 the	complex	proliferations	of	





















	 In	 his	 text	 on	 ‘Knowing	 and	 Not	 Knowing	 Massive	 Psychic	 Trauma:	 Forms	 of	
Traumatic	Memory’,	Laub	reminds	us	that	the	‘capacity	for	metaphor	[...]	cannot	withstand	
atrocity’,68	 and	 yet	 metaphoric	 language	 is	 nowhere	 so	 prevalent	 as	 in	 public	 acts	 of	
remembering	atrocity,	in	the	monuments	and	memorials,	made	in	stone,	made	in	metal,	




Forms	of	Traumatic	Memory’.	International Journal of Psychoanalysis	1993,	vol.	74:	287–302	(289).
159
	 In	 his	 structuring	 of	 ways	 of	 dealing	 with	 trauma	 on	 the	 basis	 of	 distance	 /	
proximity	to	the	traumatic	event,	Laub	indeed	identifies	metaphor	as	the	eighth	level	of	
knowing	trauma	(the	first	seven	being	not	knowing,	fugue	states,	fragments,	transference	










event,	 memory	 and	 personality’,	 where	 personality	 is	 clearly	 understood	 as	 deeply	 and	
irrevocably	relational.
	 This	discrepancy	between	the	reality	of	trauma	and	its	emotional	impact	on	those	




















as	a	space	 for	redress	or	response	 to	cultural	 trauma	through	politically	organised	acts	
of	sculptural	and	architectural	intervention.	This	is	how	the	artist	describes	his	winning	
design:
I have designed the new fountain as a mirror image of the old one, sunk beneath 
the old place in order to rescue the history of this place as a wound and as an 
open question, to penetrate the consciousness of the Kassel citizens so that such 
things never happen again.72
	 Hoheisel’s	 negative-form	 monuments	 are	 highly	 productive	 approaches	 to	 the	
question	 of	 how	 we	 may	 best	 remember	 an	 absence	 by	 making	 that	 absence,	 and	 the	






72		From	 Horst	 Hoheisel	 ,	 ‘Rathaus-Platz-Wunde’,	 in	 ‘Aschrott-Brunnen	 –	 offene	 wunde	 der	
Stadtgeschichte’	 (Kassel,	 1989),	 unpaginated;	 translated	 by	 James	 E.	 Young.	 Online	 access,	
available	HTTP:	<http://www.chgs.umn.edu/museum/memorials/hoheisel/>.
73		Hanno	 Loew,	 ‘Identity	 and	 Empty	 Reflections	 about	 Horst	 Hoheisel’s	 Negative	 Memory	 and	
Yearning	 for	 Sacrifice’.	 Center	 for	 Holocaust	 &	 Genocide	 Studies:	 University	 of	 Minnesota.	





















show	the	 transformations	of	 the	 force	of	 traumatic	affectivity,	 from	that	which	exceeds	
narrative,	to	that	which	persists	in	duration;	and	from	that	which	creates	problems	to	the	
74		For	a	detailed	description	of	Corps étranger,	see	Desa	Philippi,	 ‘Mona	Hatoum:	Some	Any	No	
Every	Body’,	in	M.	Catherine	de	Zegher	(ed.),	Inside the Visible: An Elliptical Traverse of Twentieth 
Century Art In, Of, and From the Feminine,	exh.	cat.,	Boston:	ICA,	MIT,	and	Kanaal	Art	Foundation,	
Boston:	The	MIT	Press	1996,	pp.	363–369	(366).
75		For	 an	 in-depth	 analysis	 of	 Ana	 Mendieta’s	 work	 as	 ‘underscoring	 body’s	 literal	 erasure’,	 see	
Jane	 Blocker,	 What the Body Cost: Desire, History and Performance,	 Minneapolis	 and	 London:	
University	of	Minnesota	Press,	2004,	and	Rebecca	Schneider,	‘Literal	shrouds	and	dreamscape	















to	 unfold	 a	 more	 complex	 knot	 of	 concerns	 about	 pleasure,	 visibility,	 engagement	 and	
the	 conventions	 of	 social	 interaction’1	 –	 and,	 importantly	 for	 my	 research,	 where	 such	
concerns	are	always	interlocked	with	the	problematics	of	disturbance	or	absence	of	some,	
or	all	of	the	listed	aspects	of	sociality.






















	 Rolnik	 relates	 the	notion	of	 the	 resonant	body	 to	a	 subcortical	 capacity2	of	our	




























































	 What	 often	 complicates	 these	 micropolitical	 interventions	 is	 displacement	 that	
often	results	from	these	processes,	and	with	which	Rolnik	herself	is	familiar,	having	spent	
over	a	decade	in	Paris	consciously	cutting	off	all	contact	with	her	culture	and	language	
before	 she	 was	 able	 to	 ‘find’	 them	 again	 and	 return	 to	 Brazil.	 All	 of	 the	 artists	 whose	
works	I	have	analysed	so	far	negotiate	at	 least	two	separate	social	and	political	realities	
















	 I	 will	 once	 again	 be	 theorising	 these	 artistic	 strategies	 through	 the	 prism	 of	
traumatic	 affectivity	 activated	 as	 a	 certain	 excessive	 force,	 as	 a	 force	 that	 exceeds	
representation.	 While	 I	 have	 been	 developing	 throughout	 the	 thesis	 a	 structure	 with	
which	to	approach	the	various	aspects	of	working	with	the	bio-political	through	creating	





this	respect	 from	Lacanian	psychoanalysis	 is	 the	central	opposition	 in	 the	mirror	stage	
of	development	between	the	fragmented	and	the	unified	body,	where	the	emerging	ego’s	
illusion	of	synthesis	forms	the	unified	body	image	as	separate	from	the	real	body	and	is	





































complex	 layer	 of	 subjectivity,	 not	 an	 inaccessible	 or	 abject	 Other/Thing	 but	 an	 area	 of	
difference	characterised	by	its	own	specific	processes	and	functions.
	 Matrix	is	reiterated	throughout	Ettinger’s	writings	as	a	phrase	of	perpetual	becoming,	
a	 signifier	 and	 a	 riddle,	 an	 element	 of	 rhythmic	 repetition	 and	 key	 theoretical	 term,	 a	
‘Trojan	horse’	introduced	into	the	phallic	order	in	order	to	‘“map”	the	metramorphosis’7	
–	 where	 metramorphosis	 is	 Ettinger’s	 term	 for	 a	 web	 of	 potentiality,	 of	 the	 links	 and	
passageways	between	seemingly	 separate	 subjects,	 and	marks	a	psychic	position	where	
knowledge	 is	 transformative	 and	 not	 yet	 frozen	 into	 objects.	 The	 subjectivity	 of	 which	











is	 significant	both	 in	 the	context	of	mapping	 feminine	 subjectivity	and	 in	approaching	
the	 desymbolisation	 resulting	 from	 traumatic	 experience	 and	 the	 consequences	 such	
desymbolisation	has	for	creative	work	wishing	to	address	trauma.
7		Cf.:	 Lone	 Bertelsen’s	 use	 of	 the	 notion	 of	 the	 matrixial	 refrain	 in	 Lone	 Bertelsen,	 ‘Matrixial	




relations	 psychoanalysts	 who	 had	 proposed	 that	 ‘[p]syche	 and	 the	 world	 meet	 and	 are	
born	with	one	another	and	by	one	another;	and	they	are	the	result	of	a	state	of	encounter	
that	is	coextensive	with	the	state	of	living	being’,9	a	position	close	to	phenomenological	










most	 traumatising	 psychic	 and	 physiological	 encounter.	 Aulagnier	 focuses	 on	 how	 the	
psyche	 from	 its	 earliest	 stages	 relates	 to	 the	 world	 it	 encounters	 through	 the	 activity	
of	 representation,	 which	 she	 theorises	 as	 ‘the	 psychical	 equivalent	 of	 the	 work	 of	
metabolisation	proper	to	organic	activity’.12	The	necessary	transformation	of	the	elements	
of	the	world13	in	such	a	process	suggests	a	kind	of	psychic	metabolic	homogenisation	of	
9	Piera	Aulagnier,	The Violence of Interpretation,	p.	8.
10	Bracha	Ettinger,	‘Weaving	a	Woman	Artist’,	p.	78.
11	Ibid.,	p.	76.















	 Thus,	 in	 the	 register	 of	 the	 I,	 representation	 becomes	 synonymous	 with	
interpretation	 and	 interpretation	 synonymous	 with	 violence;	 violence	 as	 the	 necessary	
imposition	of	the	‘host’	structure	in	a	process	of	psychical	grinding	down	of	heterogeneous	
information	into	a	raw	material	that	can	be	metabolised	by	the	psyche.
	 Aulagnier’s	metabolic	metaphor	of	representation	approaches	another,	 this	 time	
quite	 literally	 violent,	 theoretical	 term	 engaged	 by	 Rolnik	 and	 linked	 to	 the	 cultural	





























allow	for	 traces	of	such	heterogeneous	 information	of	an	 ‘outside’	 to	seep	through	that	
‘raw	material’	that	can	be	made	accessible	to	our	signifying	systems,	to	the	languages	and	
structures	of	our	psyches	and	our	cultures.
	 To	describe	 this	 ‘raw	psychic	material’	Aulagnier	 introduced	 the	concept	of	 the	
pictogram,	a	specific	form	of	psychic	representation	produced	by	a	primal	process	and	
preceding	Freud’s	primary	process	represented	by	an	unconscious	phantasy,	and	secondary	
process,	 the	 self-representation	 of	 the	 subject’s	 I	 that	 gives	 meaning	 to	 our	 personal	



















	 Ettinger	 is	 inspired	 in	 this	 theorising	 of	 the	 matrixial	 ontogenesis	 by	 cognitive	
sciences	and	by	Humberto	Maturana	and	Francisco	Varela’s	notion	of	autopoïesis,	which	
affirms	 that	 in	 living	 systems	 meaning	 and	 memory	 can	 be	 conceptualised	 beyond	
and	before	 their	registration	as	signs	and	symbols,	as	 the	material	history	of	structural	
couplings	 of	 their	 autopoïetic	 ontogenesis.	 However,	 Maturana	 and	 Varela’s	 model	 is	
predicated	on	living	systems	understood	as	autonomous	and	operationally	closed,	relating	





attuning	 and	 webbing,	 not	 necessarily	 bound	 to	 the	 notions	 of	 incorporation	 versus	
exclusion	–	challenged	yet	reiterated	through	cultural	anthropophagy	–	but	as	profound	











a	 self-sufficient	 activity,	 this	 process	 is	 a	 “co-poïesis”.	 It	 marks	 the	 transgression	 of	 a	
borderlink,	its	transmissibility,	its	conductibility’.21



















again	 evocative	 of	 Rolnik’s	 insistence	 on	 the	 vulnerability	 of	 the	 resonant	 body.	 The	
affective-emotive	 ‘swerving’	and	the	 impossibility	of	not-sharing	which	are	constitutive	






	 The	 effort	 of	 articulating	 a	 theoretical	 (and	 as	 I	 will	 increasingly	 try	 to	 in	 this	
chapter,	a	performance)	language	that	addresses	matrixial	subjectivity	is	thus	above	all	a	
significant	facet	of	an	ethical	project,	of	an	ethics	and	politics	of	relationality	that	posits	
severality	 as	 the	 proper	 function	 of	 the	 notion	 of	 the	 subject	 as	 such,	 an	 ethics	 of	 the	
affirmation	of	 life	 that	expresses	 ‘the	signs	of	 the	presence	of	 the	other	 in	our	resonant	
body’,26	 as	 Rolnik	 would	 argue;	 of	 allowing	 for	 the	 presence	 of	 that	 other	 to	 render	 us	
fragile	 and	 vulnerable	 without	 aggravating	 defensiveness	 or	 provoking	 attack.	 It	 is	 an	
ethics	that	extends	the	Levinasian	proposition	of	the	infinite	responsibility	for	the	Other	
into	the	space	of	the	maternal	which	for	Levinas	as	well	marks	the	ultimate	ethical	gesture.	










	 The	 particular	 aspect	 of	 relationality	 that	 the	 matrixial	 presents	 us	 with	 is	 not	












in	 conflict).	 Nancy’s	 inoperative	 community	 offers	 a	 possibility	 to	 theorise	 community	
not	through	an	effort	to	(re)instate	a	totality	but	through	an	absence,	above	all	through	
the	absence	of	a	totalising	myth,	but	also	a	far	more	constitutive	absence.	The	inoperative	
community	marks	an	aspiration	to	 totality,	however,	 that	aspiration	 is	 interrupted	by	a	














	 While	 the	 matrixial	 marks	 the	 sphere	 in	 which	 subjectivity	 approaches	 trauma	
and jouissance	 in	 the	Real,	Nancy’s	 inoperative	community	similarly	posits	rupture	and	
ecstasy	as	movements	that	form	a	community	approaching	what	Massumi	would	perhaps	

















30	Miwon	Kwon,	One Place after Another,	p.	112.
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of)	ethnicity,	gender,	geographical	proximity,	political	affiliation,	religious	beliefs,	social	




this	 in	 any	 way.	 Neither	 content	 nor	 context	 can	 in	 and	 of	 themselves	 guarantee	 art’s	
political	and	ethical	efficacy.
	 Art	at	its	best	will	always	create	‘highly	authored	situations	that	fuse	[…]	reality	
with	 carefully	 calculated	 artifice’,	 however	 much	 the	 subject	 of	 that	 authorship	 may	 be	
challenged	 and	 questioned	 in	 the	 work.	 Art	 operates	 best	 on	 the	 level	 of	 potentiality,	




















linked	to	struggles	of	recognition,	although	that	 in	 itself	 is	a	contestable	and	contested	
proposition,	 in	 the	 arts	 ‘[f]ailure	 is	 the	 measure	 of	 what	 has	 been	 recognized’34	 and	
nowhere	more	so	than	in	the	works	dealing	with	histories	of	trauma.
Matrixial Encounters in Performance
	 To	 shift	 this	 theorising	 of	 the	 feminine	 through	 the	 notion	 of	 the	 matrix	 to	
specific	modes	of	relating	in	performance,	I	will	first	note	the	work	of	Michael	Kirby,	who	
introduced	an	apparently	very	different	idea	of	the	matrix	in	the	context	of	theatre	and	
performance.	 In	his	1965	anthology	of	happenings,35	Kirby	was	 the	first	 to	 formulate	a	
consistent	theory	of	happenings	to	help	distinguish	them	from	other	outwardly	similar	





Non-matrixed	 characteristics	 of	 the	 dramaturgical	 structure	 and	 performance	 style	
in	 happenings	 included	 alogical	 elements	 that	 disrupted	 the	 ‘natural’	 impulse	 to	 build	
narrative	 frameworks	 around	 what	 was	 experienced,	 and	 that	 diverted	 tendencies	 to	
34		Ettinger,	cited	by	Judith	Butler	in	‘Bracha’s	Eurydice’,	foreword	to	Matrixial Borderspace: Essays 
by Bracha Ettinger,	Brian	Massumi	(ed.),	Minneapolis:	University	of	Minnesota	Press,	2007,	p.	
viii.
35		Michael	 Kirby,	 Happenings. An Illustrated Anthology,	 New	 York:	 E.	 P.	 Dutton,	 1965.	 The	 term	










































reality	 we	 take	 for	 granted.	 Not	 just	 intellectually,	 but	 directly,	 as	 experience	 –	 in	 this	
moment,	in	this	house,	at	this	kitchen	sink	[…]’41	(at	this	table,	in	this	room,	on	this	page).


















43		Allan	Kaprow,	‘Performing	Life’	(1979),	in	Allan Kaprow Essays on the Blurring of Art and Life, 
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	 What	this	may	involve	in	practical	terms	is	illustrated	in	another	of	Kaprow’s	texts	































anchor series: Telling Surfaces
 anchor series	 is	 a	 series	 of	 site-specific	 impromptu	 interventions	 and	 durational	
performances	that	the	artist	Eve	Dent	has	been	making	since	2003	as	part	of	her	ongoing	
exploration	of	the	boundaries	between	the	physical	body	and	the	body	of	a	site.	Dent’s	
work,	now	extending	 for	almost	a	decade,	 is	a	persistent	yet	often	hardly	visible	 string	
of	 ‘ab-presences’,	 or	 ‘pres-absences’,	 to	 use	 another	 of	 Ettinger’s	 matrixial	 terms.45	 The	
audiences	will	often	be	offered	only	a	glimpse	of	the	artist’s	body	entangled	with-in	site:	
a	toe,	a	dangling	leg,	her	feet,	fingers	gripping	a	door,	outstretched	arms;	at	other	times,	














	 Although	 always	 surprising,	 these	 encounters	 between	 the	 artist	 and	 site	 are	
neither	 a	 sudden	 occurrence	 nor	 an	 invasion.	 The	 artist	 is	 calm,	 undisturbed,	 her	 ab-
presence	 hardly	 noticeable	 but	 insistent	 over	 time.	 She	 is	 inscribing	 her	 body	 in	 the	










relation	 itself	 is	no	 longer	one	of	 ‘meeting-qua-possession’47	but	of	 increasingly	porous	
boundaries	 and	 what	 we	 can	 now	 perhaps	 recognise	 through	 the	 matrixial	 dimension	
as	 an	 awareness	 of	 the	 Event	 /	 Encounter	 in	 which	 subjectivity	 is	 ‘both	 diffracted	 and	
assembled,	both	dispersed	and	partial,	and	part	of	an	alliance’.48	While	the	notion	of	the	














hide-and-seek	 with	 an	 audience,	 however	 this	 playfulness	 is	 never	 severed	 from	 the	


















This	 act	 of	 living	 entombment	 and	 incarceration	 I	 find	 both	 deeply	
fascinating	and	disturbing,	mirroring	my	artistic	concerns:	the	housing	of	
the	body	in	site;	the	rite	of	disappearance	and	loss;	a	vision	of	the	sanctity	







Naked Girl Falling Down The Stairs
	 ‘Naked	Girl	Falling	Down	The	Stairs’	is	the	title	of	The	Cramps’	1994	song	from	



















52		Cf.	 Franc	 Chamberlain,	 ‘Playing	 with	 Post-Secular	 Performance:	 Julia	 Lee	 Barclay,	 Ansuman	
Biswas,	Traci	Kelly,	and	Kira	O’Reilly	in	conversation	with	Franc	Chamberlain’,	PAJ: A Journal of 
Performance and Art,	2009,	31	(1),	pp.	54–67	(59).
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 Mounting the steps I see, up on the turning of the staircase, light pouring through the 
three wings of a very tall oriel window onto high-sheen white walls and dark stone stairs, and 
onto strangely shaped clusterings of people, white-clad like me, sitting or standing, observing 
quietly. As I reach closer I realise that the people are in fact moving slowly back down the steps 
following the artist’s deliberate and very slow backwards tumble. They remain several steps below 
to allow enough space for the artist; a few of us moving closer, some people sitting on stairs, some 
laying down, staying long; someone always seems to be there with the artist as she continues her 
highly focused, strenuous upside down descent. 
 As I stop and lean against the wall close to the artist, the most striking effects of her 
presence that I immediately have to negotiate are her nakedness and the complexity of her 
inverted position in relation to my standing body. Hers is a body exposed, given-to-be-seen, 
mine doubly clothed, with a white lab coat worn over my clothes. My body upright, hers 
apparently abandoned to the force of gravity. This is not an ordinary kind of nakedness either; 
it is the nude in its root meaning of exposure, with each line, each hair on this clearly sexed 
body starkly visible. And yet it is this very visibility, this overexposure that overwhelms my 
gaze, dissolves it into a myriad of pieces, absorbing details of skin texture, the different shades 
and shapes of each small segment of skin and hair. The initial opposition of the upright and 
the horizontal planes dissolves as well as her movement proves equally uncontainable. Her 
entire naked body is at work, exertion clearly showing in the tensing of the muscles and the 
stretching of the skin, her head continually and slowly turning, pressing sideways and then 
downward, face reddening and tensing as the gravity makes the blood flush through to the 
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head, then relaxing slightly once again. The muscles along the spine seem especially exerted 
as her legs continually reach up to an almost vertical position and then feel their way down 
over the head, yet she allows each leg to find its way softly, carefully following the movement 
of the body’s skeletal frame. 
 While the artist negotiates the many minute shifts down each stone step, her eyes are wide 
open but although she is fully aware of her audience these eyes appear as exposed as her body is, 
and her negotiations seem to occupy an altogether different kind of awareness. I will later read of 
the notion of ‘focusing in space’ in the sKu-mNyé practice, what Kira O’Reilly elsewhere describes 
as ‘peering, a gazing and glazing of the eyes onto planes of nothingthereness, onto thin air’53 and 
the effect this relaxing of her gaze has on me as an audience member / wit(h)ness brings about a 
similar kind of blurring and dis-attachment, a softening of vision that awakens other senses, and 
relaxes and embeds my body in a suddenly almost tangible air, expands it onto the architecture 
of the steps with their cool dark stone, so much so that I can feel its taste in my mouth although it 
cannot be their stone I sense as I have never tasted it; this is another stone emerged from memory, 
a warm stone step of another building, or a rock licked on a beach somewhere as a child perhaps.
 The sense of slowness and lack of tension set the rhythm of this shared journey. As the 
artist’s body continually alternates between rest and motion throughout her complex movement, 
the piece opens itself up as a dance form in its own right, its vocabulary continually made (and) 
undone through the hours of complex negotiation of the anatomy of the artist’s body and the 
anatomy of the architecture that O’Reilly engages with in the work. Her entire body is performing 
a skeletal dance of sorts, each posture establishing the middle ground between two frames, that 
of the human animal and its shifting contours with no straight lines; and that of the architectural 
structure, with continual, parallel lines of the many steps softened by the long, curved shape of 




vocabulary of the artist who ‘has begun to make “dances”, with her 41 year old non-dance trained 
body, attempting to totter at the edge of some kind of capacity and some unnamed ground’.54
 I	 look	 at	 my	 scribbled	 notes: ‘you are in this body, a-maze-d’. A maze of flesh-in-
motion, a water-filled, fluid body expanding over the slippery edges of the steps, and a fluid kind 
of consciousness in which I sense, or only interpret it as such, a slow deliberate act of abandon, 
astonished and diving into a very different kind of awareness. And the space itself invites this 
upside down body, somehow it seems this is how it should always have been with bodies and 
sets of steps that move between different levels of height: as if architecture was materialising 
the imagined journey of this inverted consciousness. There is another significant inversion being 
made here, this is not the struggle to the top but a negotiation of gravity in the down-fall, undoing 
the jinx of that doomed word ‘downfall’, ‘This will be your downfall’, he says; ‘yes, indeed, and 
what a jolly roll it shall be’, goes the answer it seems. But this imagined dialogue of a gendered 









from	 the	 documentation,	 and	 the	 hard	 facts	 of	 the	 almost	 impossibly	 narrow	 surfaces	





























Essays by Bracha Ettinger,.	Brian	Massumi	(ed.),	Minneapolis:	Minnesota	University	Press,	pp.	
162–172	(163).
57		Kira	O’Reilly,	‘Marsyas	–	beside	myself ’,	in	Jens	Hauser (ed.),	sk-interfaces: Exploding Borders – 
Creating Membranes in Art, Technology and Society,	Liverpool:	Liverpool	University	Press,	pp.	
96–101	(100).
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to	 psychological	 entity	 take	 place’.59	 It	 is	 also	 the	 psychic	 zone	 of	 structural	 trauma,	 of	
the	‘unthoughtful	knowledge	on	the	borderline’60	that	is	lost	to	our	conscious,	conceptual	





As	 I	 performed	 Stair Falling,	 17	 days	 of	 daily	 four	 hour	 backward	 and	
achingly	slow	fallings	down	a	Victorian	stone	staircase	naked,	the	caress	
of	stone	and	skin,	the	effect	of	gravity	and	gaze	burdened	and	unburdened	
my	 body.	 It	 was	 as	 much	 a	 dancing	 of	 becomings	 and	 molecular	 shifts	
as	anything.	It	was	upside-down	hangings	and	slidings,	flashings	of	pink	















as	its	‘re-interpretation’63	is	Marcel	Duchamp’s	1912	painting	Nude Descending a Staircase 





of	 such	 ‘traumatic’	 temporal	 dynamic	 that	 the	 questions	 addressed	 in	 Duchamp’s	 now	
already	canonical	painting,	with	its	‘remarkable	aggregation	of	avant-garde	concerns:	the	






a	 staircase,	perhaps	 so	 that	her	 exposed,	naked	body	may	once	again	bring	 ‘high	class	
62		Joanna	‘Bob’	Whalley	and	Lee	Miller,	‘Disorderly	Looking’,	in	Paula	Orrell	(ed.)	Marina Abramović 
and the Future of Performance Art,	London:	Prestel,	2010,	pp.	95–99	(99).
63		Kathy	 Noble,	 ‘Marina	 Abramović	 Presents…’,	 Comment,	 21st	 August	 2009,	 Frieze Magazine,	
access	 online,	 available	 HTTP:	 <http://www.frieze.com/comment/article/marina_abramovic_
presents>.
64		Ann	 Temkin,	 in	 Sherry	 Babbit	 (ed.)	 Philadelphia Museum of Art: Handbook of the Collections,	
Philadelphia:	Philadelphia	Museum	of	Art,	1995,	p.	307.
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culture	 all	 over	 the	 place’	 of	 an	 art	 gallery	 in	 an	 embrace	 of	 the	 hilariousness	 of	 the	
Cramps’	camp	reiteration	of	Duchamp’s	once	equally	scandalous	descent	of	the	canonical	
art	object	of	the	nude	from	its	static	reclining	position,	where	it	lay	(ar)rested	for	centuries	
in	a	seemingly	safe	 illusion	that	 it	has	been	pacified	and	mastered	by	 the	gaze.	 In	 this,	
O’Reilly’s	performative	gesture	 is	clear	and	not	unfamiliar.	 It	engages	 the	by	now	well-
established	feminist	strategy	of	blurring	the	distinction	between	the	artist	and	the	work,	
of	exposing	their	mutual	entanglement	 in	 its	 full	materiality	and	erotic	charge.	But	the	






















movement:	 movement	 is	 an	 abstraction,	 a	 deduction	 articulated	 within	
the	painting,	without	our	knowing	if	a	real	person	is	or	isn’t	descending	








works	 intervene	 in	 the	 stability	 of	 the	 gaze,	 of	 the	 spectator’s	 arresting	 I	 /	 eye.	 Just	 as	
with	 Duchamp	 ‘[t]he	 kinetic	 character	 of	 the	 nude	 is	 not	 merely	 the	 thematization	 of	
movement	as	a	pictorial	fact	but	rather	the	discovery	that	the	retinal	is	not	an	essential	
given	 but	 a	 rhetorical	 condition’,67	 O’Reilly’s	 slow-motion	 descent	 relaxes	 retinal	 vision	

























in	 relation	 to	 the	 modernist	 tradition,	 start	 with	 what	 Rebecca	 Schneider	 identifies	 in	
feminist	 performance	 as	 part	 of	 the	 feminist	 reversal	 of	 subject-object	 relations	 that	
regulate	the	gaze:






of	 [the]	 horror’	 of	 the	 grasping,	 fixating	 gaze.	 The	 work	 employs	 duration	 to	 carefully	















nakedness,	unconcerned	and	at	home	in	her	/	 its	skin,	simple	 in	her	/	 its	concentrated	
focus	on	her	/	its	task,	fully	absorbed	in	the	straining	of	the	muscles	and	the	stretching	
of	the	skin.	The	beauty	of	this	movement	comes	in	the	stilling	of	attention,	in	the	stretch	
of	 the	 muscle,	 in	 the	 shape	 of	 the	 bone,	 the	 malleability	 of	 the	 skeletal	 frame,	 in	 the	
subtle	changes	and	inexorable	force	of	the	moving	body	and	our	own	implication	in	its	
idiosyncratic	dance.













73	Hall	Foster,	The Return of the Real,	p.	157.
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unsettle	 and	 shift	 the	 usual	 performer	 /	 audience	 contract,	 inviting	 porosity	 into	 our	
habitual	sense	of	interiority	of	our	selves,	and	of	our	sense	of	distance,	however	relative,	
from	the	performer(s)	and	other	members	of	the	audience.	These	rules	include	the	already	
well-tested	 strategies	of	performing	 in	highly	 intimate	 spaces,	bringing	people	 in	close	
proximity	to	others,	once	again	heightened	by	the	presence	of	her	naked,	often	bleeding	










theme	 throughout	 the	 long	 trajectory	 of	 her	 practice	 from	 her	 early	 performances	 of	
opening	skin	by	cutting	or	using	leeches,	via	her	more	recent	(and	continuing)	laboratory	
work	 with	 skin	 cells,	 expanding	 in	 the	 recent	 years	 to	 include	 her	 investigation	 of	 the	




























80		Didier	Anzieu,	The Skin Ego: A Psychoanalytic Approach to the Self,	 trans.	Chris	Turner,	New	
Haven	and	London:	Yale	University	Press,	1989,	p.	9.
81	Kira	O’Reilly,	‘Notes	for	the	Whitworth	Gallery	staircase	(north)’.
82		Kathy	 O’Dell,	 Contract with the Skin: Masochism, Performance Art, and the 1970s.	 Minneapolis:	
University	of	Minnesota	Press,	1998.
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85	Kathy	O’Dell,	Contract with the Skin,	p.	22.
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extremely	 slow	 movement,	 through	 the	 practice	 of	 sustainment	 and	 total	 exposure	
to	 the	 gaze,	 and	 through	 her	 profound	 generosity	 unconcerned	 with	 anything	 outside	
the	complex	physiological	minutiae	of	her	task	and	the	encounter	with	her	audiences	/	














































houses’	 to	 paraphrase	 the	 late	 French-American	 artist	 Louise	 Bourgeois.	 In	 the	 artists’	
playful	and	uncanny	‘imprecise	encounters’	with	sites	over	extended	durations,	traumatic	




far	 from	 obvious	 –	 take	 the	 notion	 of	 mimesis	 to	 its	 very	 limit	 /	 threshold,	 where	 its	
presumed	role	as	adequation	once	again	gives	way	to	a	sense	of	blurring	and	merging	of	
boundaries	of	two	surfaces,	this	time	of	the	human	skin	and	its	environment.








images	 and	 the	 everyday,	 and	 between	 the	 ‘carefully	 crafted	 artifice’	 and	 the	 very	 real	
emotions	by	which	all	parties	in	these	scripted	encounters	are	driven.	My	motivation	in	



















	 The	 scene	 Ugrešić	 depicts	 is	 still	 all	 too	 real	 in	 the	 Balkans,	 and	 yet	 imagining	
these	new	witnesses	with	their	limited	insight,	both	into	their	past	and	into	the	scope	of	
88		Dubravka	Ugrešić, ‘ The	Confiscation	of	Memory’,	trans.	Celia	Hawkesworth,	New Left Review 
1996,	no.	218:	39,	cited	 in	Petar	Ramadanović,	 ‘Simonides	on	the	Balkans’,	 in	Dušan	I.	Bjelić	


























and	shapes	 that	unknown	 loss	as	 relation.	But	 for	 that	 to	happen,	 these	new	witnesses	
















occurrence	 and	 can	 only	 to	 some	 degree	 be	 a	 controlled	 process.	 In	 as	 much	 as	 it	 is	
impossible	to	predict	how	and	when	each	of	the	lowered	heads	of	the	solitary	unknowing	
mourners	will	be	raised	in	mutual	acknowledgement,	the	sharing	that	performances	of	
wit(h)ness	 offers	 is	 a	 cultivation	 of	 an	 openness,	 it	 is	 not	 well	 suited	 to	 the	 traditional	










In	 my	 writing	 about	 trauma	 and	 wit(h)ness	 in	 the	 thesis	 I	 have	 continually	 shifted	
between	 three	 separate	 but	 interlinked	 positions,	 given	 by	 the	 three	 key	 questions	 in	
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